Hi 

Digitized  by  the  Internet  Archive 
in  2014 


https://archive.org/details/picturesincollecOOmorg 


Pictures  in  the 
Collection  of  J. 
Pierpont  Morgan 


Pictures  in  the  Collection 
of  J.  Pierpont  Morgan 

At  Prince's  Gate  &  Dover  House,  London 


English  School 


With  an  Introduction  by  T.  Humphry  Ward 
and  Biographical  and  Descriptive  Notes  by 
Roberts.     London:  Privately  Printed,  1907 


NOTE. 

Each  School  of  Painters  is 
arranged  in  alphabetical  sequence^ 
not  in  numbered  pages. 


CONTENTS 


[Those  marked  with  an  asterisk  are  at  Dover  House^  and  the  others  are 
at  Prince's  Gate.'\ 


INTRODUCTION  TO  THE  CATALOGUE. 


ENGLISH  SCHOOL: 

John  Constable,  R.A.    .       .  . 

Richard  Cosway,  R.A. 

*JoHN  Crome  ("  Old  Crome")  .  . 

*JOHN   DOWNMAN,  A. R.A.  . 
*JOHN   DoWNMAN,  A.R.A.  .  . 

*JOHN   DoWNMAN,  A.R.A.  . 
*JOHN   DoWNMAN,  A.R.A.  .  . 

Thomas  Gainsborough,  R.A. 
Thomas  Gainsborough,  R.A.  .  . 
Thomas  Gainsborough,  R.A. 

Thomas  Gainsborough,  R.A.  .  . 
William  Hogarth 

John  Hoppner,  R.A.      .       .  . 

John  Hoppner,  R.A.  . 

Maria  Angelica  Catharina 
Kauffmann,  R.A.    .       .  . 

Sir  Thomas  Lawrence,  P. R.A, 


A  Scene  on  the  River  Stour : 
"  The  White  Horse/' 

Maria  Cecilia  Louisa  Cos  way. 

Landscape  and  Cottage,  near 
Norwich. 

Miss  Fanny  Andrews. 

Beatrice  Cenci. 

Mrs.  Crewe. 

Miss  Florence  Fitzdonald. 
The  Duchess  of  Devonshire. 
Miss  Evans. 

Lady  Gideon,  afterwards  Lady 

Eardley. 
Mrs.  Tennant. 
The  Lady's  Last  Stake ;  or 

Virtue  in  Danger. 

The  Godsal  Children:  "The 
Setting  Sun." 

Mrs.  Whaley. 

The  Countess  of  Albemarle. 
Miss  Croker. 


ENGLISH    ?>CllOOl.— continued. 


Sir  Thomas  Lawrence,  P.R.A. 

*SiR  Thomas  Lawrence,  P.R.A. 
Bernard  Lens,  the  Younger  .  . 
*George  Morland 

Henry    Robert    Morland  and 
George  Morland    .       .  . 

Rev.  Matthew  William  Peters, 
R.A  

Rev.  Matthew  William  Peters, 

R.A  

Sir  Henry  Raeburn,  R.A.      .  . 
Sir  Henry  Raeburn,  R.A.  . 
Sir  Joshua  Reynolds,  P.R.A. 

Sir  Joshua  Reynolds,  P.R.A. 

Sir  Joshua  Reynolds,  P.R.A. 

Sir  Joshua  Reynolds,  P.R.A. 
Sir  Joshua  Reynolds,  P.R.A. 
George  Romney  .       .       .  . 
George  Romney      .       .       .  . 

George  Romney  .  .  .  . 
George  Romney     .       .       .  . 

John  Russell,  R.A. 

*JoHN  Russell,  R.A.       .       .  . 


Miss    Farren   (Countess  of 
Derby). 

Mrs.  Siddons. 

Charles  L,  after  Van  Dyck. 

Evening,  or  the  Sportsman's 
Return. 

A  Lady  Ironing. 

Kitty  Fisher. 

Mrs.  Jordan. 
Lady  Maitland. 
Miss  Ross. 

Lady     Betty    Delme  and 

Children. 
Mrs.  Payne  Gallwey  and  her 

Son  Charles. 
George  Viscount  Malden,and 

Lady  Elizabeth  Capel. 
Cupid  as  a  Link  Boy. 
The  Babes  in  the  Wood. 
Mrs.  Glyn. 

Lady  Hamilton    Reading  a 

Paper. 
Lady  Hamilton. 

Mrs.    Scott   Jackson  (Lady 

Broughton). 
Frederick  Reynolds. 
The  Topham  Family. 


ENGLISH  SCHOOL— continued. 

Joseph   Mallord  William 

Turner,  R.A.       .       .       .    The  Depositing  of  Giovanni 

Bellini's  Three  Pictures  in 
the  Church  of  the  Reden- 
tore,  Venice. 

Joseph   Mallord  William 

Turner,  R.A  Italy  :    Bridge   in  Middle 

Distance. 

*JosEPH   Mallord  William 

Turner,  R.A.       .       .       .    The  Lake  of  Albano. 


INTRODUCTION. 


^TpHE  pictures  here  catalogued  have  in  the  main  been 
acquired  by  Mr.  Pierpont  Morgan  during  the  last 
fifteen  years.  At  first  his  desire  seems  merely  to 
have  been  to  supplement  the  small  collection  formed  by 
his  father — a  collection  in  which  modern  pictures  and 
drawings  occupied  the  chief  place,  though  towards  the 
end  of  his  life  the  late  Mr.  Junius  S.  Morgan  became 
possessed  of  one  or  two  fine  works  of  the  early  English 
school.  But  the  taste  for  collecting  is  one  that  grows  by 
exercise,  and  it  is  not  surprising  that  Mr.  Pierpont 
Morgan  should  have  soon  become  a  real  collector  of  fine 
things,  tempted  by  the  difficulty  of  the  task  as  well  as 
by  its  own  fascinations.  His  object  has  been — I  am 
speaking  of  pictures  alone,  and  leaving  out  of  sight  the 
multitudinous  oljets  cTart,  from  Renaissance  bronzes  to 
Chinese  porcelain,  that  he  has  acquired — to  possess  at 
least  one  or  two  examples  of  all  the  great  schools,  and 
these  the  finest  that  could  be  obtained ;  while  in  the  case 
of  the  English  and  French  schools  of  the  eighteenth 
century  he  has  allowed  his  natural  predilections  to  have 
free  play,  and  has  risen  to  a  much  larger  number  of 
acquisitions. 

Everybody  knows  that  in  these  days  it  is  a  very 
difficult  thing  to  make  a  first-rate  collection  in  any 
department  of  art.  Things  are  different  from  what  they 
were  in  "  good  old  times,"  when,  as  it  would  seem  to 
our  retrospective  and  envious  gaze,  the  few  collectors 
that  existed  had  merely  to  choose  among  a  vast  number 
of  fine  things,  and  to  acquire  them  at  their  own  price. 
Even  if  we  take  a  class  of  work  that  has  always  stood 
high  in  favour,  the  Dutch  pictures  of  the  seventeenth 
century,  to  read  the  story  of  their  importation  a  century 
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ago  is  enough  to  fill  the  modern  collector  with  despair. 
His  comfort,  if  he  is  English  or  American,  must  lie  in 
the  fact  that  in  those  days  the  English  were  the  best 
buyers,  and  that,  after  the  Revolution  broke  up  the 
wealthy  class  in  Paris  and  gave  the  French  financiers 
something  else  to  think  about,  all  the  best  Cuyps  and 
Hobbemas,  Rembrandts  and  Terburgs,  found  their  way 
to  England.  But  at  what  prices  !  Let  the  reader  turn 
to  such  a  book  as  Buchanan's  so-called  "  Memoirs  of 
Painting"  (1824),  and  there  study  the  history  of  the 
sale,  to  four  English  buyers,  of  the  world-famous  Orleans 
collection  in  1792,  when  Thomas  Moore  Slade  acquired 
the  whole  of  the  Flemish,  Dutch,  and  German  pictures 
for  fourteen  thousand  pounds,  a  sum  much  less  than  is 
now  sometimes  paid  for  a  single  fine  example  of  those 
schools.  Those,  however,  were  exceptional  times  ;  it 
must  have  demanded  some  courage  to  buy  anything  in 
Paris  in  1792,  in  the  hope  of  conveying  it  safely  to 
England.  We  may  move  forward  half  a  century,  when 
the  world  was  at  peace,  when  wealth  was  abundant  and 
when  taste  was  fairly  diffused.  It  was  the  time  during 
which  Sir  Robert  Peel  and  the  Barings  were  forming 
their  marvellous  collections  of  Dutch  pictures,  and  just 
before  the  epoch  when,  in  the  sale-rooms  of  Paris,  the 
rivalry  of  Lord  Hertford  and  Baron  James  de  Rothschild 
introduced  a  new  order  of  things,  and,  by  the  mere 
excitement  of  watching  the  contest,  called  into  existence 
a  wholly  new  class  of  collectors.  Yet  for  a  long  time 
after  1850  the  supply  was  much  more  than  sufficient 
for  the  demand.  Christie's  catalogues  of  that  epoch 
teem  with  examples  of  what  seem  to  us  lost  opportu- 
nities ;  with  instances  of  foolish  timidity  or  of  that  want 


INTRODUCTION. 


of  a  general  standard  of  taste  which  covered  Hals  and 
Van  Goyen,  Romney  and  Constable,  with  a  common 
neglect. 

For  the  very  finest  things,  indeed,  provided  that  they 
belonged  to  a  limited  class  of  objects,  there  had  begun 
by  that  time  to  be  a  real  demand ;  but  it  was  kept  to  a 
few  very  special  buyers  in  London  and  Paris,  and  can 
scarcely  be  said  to  have  become  a  matter  of  common 
knowledge.  One  or  two  important  groups  of  families 
were  furnishing  their  houses,  and  let  it  be  known  that 
they  wanted  choice  examples  of  old  French  furniture  and 
attractive  English  or  French  portraits ;  while  for  Dutch 
cabinet  pictures  the  demand  continued  to  grow  in  spite 
of  the  fierce  criticisms  of  Mr.  Ruskin.  But  it  was  not 
till  after  1870,  when  the  first  winter  exhibition  of  Old 
Masters  was  held  by  the  Royal  Academy,  that  the  upward 
movement  really  set  in.  Those  first  exhibitions  made  a 
genuine  sensation.  An  earlier  generation  indeed  had 
seen  something  of  the  kind,  on  a  much  smaller  scale,  at 
the  defunct  British  Institution,  and  we  must  not  forget 
the  prodigious  but  solitary  display  made  at  Manchester 
in  1857.  But  it  was  only  when  the  "Old  Masters" 
began  in  London,  in  the  new  and  ample  rooms  of  the 
Royal  Academy,  and  supported  by  all  the  prestige  of  that 
body,  that  the  great  public  began,  so  to  speak,  to  become 
conscious  that  in  scores  and  hundreds  of  old  English 
houses  there  existed  works  of  art  in  immense  variety, 
representing  all  the  great  schools,  and  illustrating  alike 
the  severe  attractions  of  the  Primitives,  the  dignity  of 
the  older  portrait-painters,  the  concentrated  charm  of  the 
great  Dutchmen,  and  the  fascination  of  the  aristocratic 
society  of  the  eighteenth  century  as  it  is  handed  down  to 
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us  by  the  three  or  four  great  English  painters  who,  by 
an  extraordinary  convergence  of  good  fortune,  were 
contemporary  with  its  flowering  time.  It  happened  that 
the  same  years  saw  a  remarkable  growth — a  new  birth  we 
may  almost  call  it — of  the  love  for  art  itself,  not  only  in 
England  but  in  Europe  generally,  and  in  America,  under 
the  stimulus  of  a  few  great  painters  on  the  one  hand, 
and  of  certain  writers  on  the  other.  The  second 
generation  of  pre-Raphaelite  painters  were  conquering  a 
crowd  of  votaries  ;  Mr.  Whistler,  on  his  side,  was 
obtaining  a  still  stronger  hold  upon  a  few  ;  and  in  France 
the  works  of  the  men  of  Barbizon  were  arousing  an 
enthusiasm  that  had  been  denied  to  them  when  their 
works  were  new,  and  the  young  schools  of  Realists  and 
Impressionists  were  captivating  a  younger  generation. 
Ruskin's  great  books  had  been  already  before  the  world 
for  twenty  years,  but  his  influence  was  higher  than  ever  ; 
and  William  Morris  and  Walter  Pater  were  beginning  to 
convince  hundreds  of  readers  that  art  was  one  of  the 
serious  interests  of  life.  The  eccentricities  of  the  so- 
called  Esthetic  movement  represented  the  exaggerated 
homage  which  in  England  is  always  paid  to  success.  All 
this  reacted  upon  the  collectors.  It  brought  into  the 
field  a  multitude  of  wealthy  men ;  for  by  another 
coincidence  those  were  days  of  great  prosperity,  when 
wealth  was  being  rapidly  accumulated.  Another  factor 
in  the  situation  was  the  growth,  which  began  in  the 
seventies,  after  the  war,  of  the  German  museums,  fed  by 
unlimited  funds  and  by  that  capacity  of  organising 
knowledge  for  all  national  purposes  which  has  been  as 
conspicuous  in  Germany  as  it  has  been  wanting  in 
England.    If  one  were  asked  to  name  the  two  chief 
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causes  that  have  contributed  during  the  last  thirty  years 
to  the  increased  scarcity  of  obtainable  works  of  art,  one 
might  almost  say,  the  multiplying  of  collectors,  and  the 
existence  of  Dr.  Bode.  To  him,  and  to  his  amazing 
knowledge,  fiair^  and  power  of  persuasion,  Germany 
owes  the  transformation  of  the  Berlin  Museum  into  a 
gallery  of  the  first  importance,  and  the  development  or 
creation  of  half-a-dozen  other  galleries  in  various  cities 
of  the  Empire.  And  most  of  his  acquisitions  have  come 
either  from  Italy,  which  used  to  be  the  feeding-ground 
of  England,  or  from  England  itself.  Moreover,  his 
influence  on  private  collections  in  Germany,  in  Paris,  and 
even  in  London,  has  been  scarcely  less  considerable. 
No  wonder  that  large  stores  of  wealth  have  been  diverted 
into  this  channel  when  their  owners  could  depend  upon 
the  advice  of  a  man  of  encyclopaedic  knowledge,  who 
scarcely  ever  made  a  mistake. 

In  America,  collectors  of  fine  pictures  by  the  Old 
Masters  were  rare  until  very  recently.  They  existed ; 
the  founder  of  the  Lenox  Library  in  New  York  was  one 
who  had  the  good  sense  to  secure  a  great  Reynolds  and  a 
first-rate  Turner  in  days  when  they  were  little  thought 
of,  more  than  fifty  years  ago.  But  he  was  an  exception, 
and  till  about  the  year  1885,  even  1890,  hardly  any 
American  picture-buyers  thought  of  leaving  the  groove 
laid  down  for  them  by  a  few  French  authorities,  literary, 
artistic,  and  commercial.  On  the  one  side  it  was  modern 
French  pictures,  with  a  few  Germans  thrown  in ;  on  the 
other,  it  was  the  Barbizon  school.  The  great  and 
genuine  charm  of  these  latter  men  made  its  most 
successful  appeal  to  the  taste  of  America,  and  he  who 
wishes  to  see  Millet  and  Corot  at  their  best  must  even 
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now  go  to  New  York,  Boston,  and  Washington.  But 
with  the  founding  of  the  Metropolitan  Museum  at  New 
York,  the  passion  came  to  take  a  wider  range.  It  began 
to  be  de  rigueur  to  possess  a  Rembrandt,  then  a  Reynolds, 
then  a  Botticelli — or  to  come  as  near  as  faith  on  the 
buyer's  side  and  persuasion  on  the  seller's  could  carry. 
Blunders  were  made  by  the  score ;  yet  with  them  come 
to  be  recorded  a  large  number  of  successes,  as  when  the 
late  Mr.  Marquand  obtained  the  Methuen  Van  Dyck,  the 
Hals,  the  Vermeer,  and  a  number  of  other  pictures  of 
high  importance.  Since  that  day  it  need  hardly  be  said 
that  the  stream  has  been  flowing  steadily  westward  ;  and 
with  this  new  and  formidable  element  entering  into  the 
competition,  the  difficulty  of  collecting  any  kind  of 
objects  of  the  first  rank  has  increased  enormously.  But 
collectors,  as  a  rule,  are  a  courageous  race,  and  difficulty 
stimulates  them.  Collecting  is  a  form  of  sport,  and  the 
true  sportsman  likes  to  take  trouble  in  finding  his  game 
and  to  be  forced  to  use  skill  in  securing  it.  Nobody 
wants  to  go  shooting  in  a  farmyard.  Nobody  would 
value  Rembrandts  or  Riccios  if  they  were  to  be  had  for 
the  asking. 

So  far  as  pictures  are  concerned — and  they  form  but 
one  out  of  many  departments  of  his  collection — Mr. 
Morgan  has  left  Barbizon  alone,  but  has  contrived  to 
represent  nearly  all  the  older  schools,  while  the  original 
nucleus  of  the  collection  contains  some  examples  of 
contemporary  art. 
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I. 

Of  Italian  pictures,  there  are  but  two  ;  but  one  of 
them  is  a  Raphael — by  far  the  most  important  work  of 
the  master  that  has  been  in  the  market  since  the  Ansidei 
Madonna  was  sold  ;  and  a  more  important  one,  it  may 
safely  be  said,  than  is  ever  likely  to  come  into  the 
market  again.  Everything  is  possible,  of  course,  and  it 
is  conceivable  that  some  distressed  monarch  may  one 
day  take,  with  better  success,  the  step  which  the  late 
King  of  Saxony  tried  to  take,  and  failed.  The  story  of 
the  attempt  is  worth  telling;  I  am  not  sure  whether  it 
has  ever  found  its  way  into  print  before,  but  it  is  none 
the  less  true.  One  day,  some  twenty  years  ago,  a 
gentleman  called  at  the  gallery  of  a  firm  in  Bond  Street, 
and  asked  to  see  the  principal.  He  sent  in  his  card — 
"Count  X.,  Chamberlain  to  H.M.  the  King  of  Saxony." 
In  delicately  chosen  terms  he  explained  how  his  Royal 
Master  found  it  difficult  to  make  his  Civil  List  meet  the 
vast  expenses  of  the  new  regime  ;  how  he  wished  to 
realise  some  of  his  private  property  ;  and  how  among 
the  latter  was  to  be  reckoned  the  Sistine  Madonna  ! 
Would  Messrs.    buy    the  Sistine   Madonna  for 

1 50,000?  A  little  time  was  requested  before  a  reply 
could  be  given  to  so  astounding  a  proposal.  In  some 
mysterious  way  the  thing  came  to  the  knowledge  of  one 
of  Queen  Victoria's  Court  officials,  who,  scandalised  at 
the  proposal,  went  and  told  the  Crown  Princess  (after- 
wards the  Empress  Frederick),  then  staying  in  London. 
Instantly  a  telegram  was  sent  to  Bismarck,  and  before 
the  day  was  over  the  King  of  Saxony  had  received  a 


INTRODUCTION. 


peremptory  message  from  Berlin  to  the  effect  that,  unless 
he  gave  his  word  of  honour  that  no  attempt  would  be 
made  to  sell  any  of  the  pictures,  the  Dresden  Gallery 
would  be  occupied  by  a  Prussian  regiment.  So  that 
incident  was  closed  ;  and  any  other  sovereign  who  acts 
like  the  King  of  Saxony  will  court  a  like  rebuff.  Wars 
and  revolutions  may  some  day  break  up  the  great  national 
museums  of  Europe  and  redistribute  their  contents  ;  but 
short  of  that  possibility,  it  is  not  easy  to  see  where  the 
next  great  Raphael  is  to  come  from.  The  great  private 
houses  of  England  still  contain  three  or  four  Madonnas, 
pictures  of  small  size,  but  of  the  large  altar-pieces  out- 
side the  churches  and  museums  the  Ansidei  Madonna," 
the  Dudley  "  Crucifixion,"  and  the  "  Madonna  di  Sant' 
Antonio  "  were  the  last. 

The  history  of  Mr.  Pierpont  Morgan's  picture  is  told 
at  length  in  the  Catalogue  that  follows.  It  is  a  curious 
example  of  the  vicissitudes  to  which  great  pictures,  like 
great  men,  are  often  subject.  Habent  sua  fata  libelli^  and 
so  have  works  of  art.  Some  remain  in  the  place  for 
which  they  were  painted  till  natural  decay  extinguishes 
them  ;  others  have  a  period  of  eclipse,  and  emerge 
triumphantly ;  others,  like  those  which  Napoleon  carried 
off  to  the  Louvre,  gain  a  factitious  second  glory  from 
having  been  the  subjects  of  so  thrilling  an  adventure. 
That  the  altar-piece  before  us  has  lived  a  restless  life  is 
shown  by  the  number  of  names  it  has  borne.  For 
nearly  two  centuries  (i  505-1 677),  if  it  was  named  at  all, 
it  was  after  the  convent  where  it  hung;  it  was  the 
Madonna  di  Sant'  Antonio,  of  Perugia.  Then  the  nuns 
sold  it,  and  it  went  to  the  great  Roman  Palace  where, 
till  1802,  it  was  to  be  spoken  of  and  written  of  as  the 
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Colonna  Raphael.  Its  next  home  was  Naples,  which  it 
was  only  to  quit  under  the  stress  of  battle  ;  it  bore  the 
siege  of  Gaeta ;  it  passed  to  Madrid  in  custody  of  the 
banker  whom  King  Francis  had  made  Duca  di  Ripalda, 
for,  alas,  it  had  fallen  from  its  high  estate  to  become 
security  for  a  loan  !  Then  for  nearly  forty  years  it  was 
frankly  an  object  of  commerce.  The  Louvre  would 
probably  have  bought  it  in  the  spring  of  1870,  but  again 
fate  and  armies  stood  in  the  way ;  the  approach  of  a 
fiercer  struggle  than  that  of  Gaeta  destroyed  all  chance  of 
its  finding  a  home  in  Paris,  and  it  came  to  London,  to 
hang  for  years  in  the  basement  of  the  National  Gallery 
or  at  South  Kensington.  In  1870,  let  it  be  noticed,  it 
had  undergone  what  old  pictures  too  often  undergo,  and 
what  matters  much  more  to  them  than  any  change  of 
owners.  The  Paris  experts  had  detected  a  crack  in  the 
panel,  and  it  was  handed  over  for  what  used  to  be  called 
"restoration,''  but  what  was  really  merciless  repainting. 
This  certainly  stopped  its  sale  to  the  British  Government, 
and  for  over  twenty  years  it  hung  in  disrepute  near  the 
cartoons  at  South  Kensington.  The  moment  came  when 
the  heirs  of  King  Francis  seriously  wished  to  sell,  and 
when  a  skilled  buyer  convinced  himself  that  the  repainting 
was  only  a  superficial  disfigurement,  like  the  whitewashing 
of  a  church  wall,  and  that  it  could  be  easily  removed. 
So  Mr.  Martin  Colnaghi  bought  the  picture,  cleared  away 
the  new  paint,  and  showed  that  to  all  intents  and 
purposes  it  was  intact.  Mr.  Morgan  acquired  it  a  few 
years  later  ;  it  now  (1907)  hangs  in  the  National  Gallery, 
on  loan. 

If  in  this  great  picture  we  have  an  example  of  Italian 
religious  art  at  the  moment  of  its  highest  development, 
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just  before  the  decline  began,  in  the  Canale  we  have  a 
specimen  of  the  themes  that  were  exercising  the  Italian 
painters,  and  the  spirit  that  animated  them,  more  than 
two  centuries  later.    The  "  View  of  the  Grand  Canal " 
was  probably  painted  between  1730  and  1740,  since  an 
engraving  from  it  appears  in  the  book  of  Venetian  views, 
from  the  hand  of  the  painter,  in  1742.    By  that  time 
Italy  had  long  ceased  to  lead  Europe  in  the  arts,  as  in 
literature  or  science ;  while  politically  it  had  never  risen 
erect  after  its  downfall  under  the  cruel  impact  of  Spain. 
Venice,  loveliest  of  cities,  was  still  in  name  a  Republic ; 
but  it  was  no  longer  the  republic  that  had  ruled  the 
Levant  and  taken  toll  of  half  the  trade  of  Europe. 
Fallen  out  of  active  life,  it  had  begun  to  live,  as  it  lives 
to-day,  on  its  beauty.    Antonio  Canale,  whom  we  in- 
correctly  call  Canaletto — the  nickname   given    to  his 
nephew,  Bernardo  Bellotto — claims  the  honour  due  to  an 
artist  who  strikes  a  new  vein  ;  for  he  was  the  first  really 
considerable  painter  who  deliberately  set  himself  to  paint 
Venice  as  he  saw  it,  depending  wholly  for  his  success 
upon  the  loveliness  of  the  city  itself.    In  the  days  of 
long-ago,  Carpaccio  and  Gentile  Bellini  had  also  painted 
Venice,  but  only  as  delightful  backgrounds  for  proces- 
sions, or  for  scenes  of  legend  and  history.    Not  till  the 
real  history  of  Venice  was  over  did  there  arise  a  man  or 
a  school  who  could  see  that  the  Urbis  Venetiarum  prospectus 
were  in  themselves  a  fit  subject  for  a  very  noble  art,  and 
an  art  by  which  painters  could  live.    It  is  a  little  sur- 
prising, perhaps,  that  the  school  arose  so  late  ;  for  already 
in  1650  the  Dutch  artists  had  created  a  demand  for  their 
admirable  pictures  of  their  own  towns,  and  those  of  them 
who  came  to  Italy  were  painting  views  of  Rome.  We 
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have  nobody,  however,  before  Canale  (b.  1697),  while  his 
still  more  interesting  pupil  Francesco  Guardi  was  born 
fifteen  years  later.  It  is  interesting  to  note  that  while  all 
the  world  places  these  men  in  the  front  rank  of  their 
particular  division,  it  was  in  England  that  they  first  met 
with  real  encouragement.  Canale  lived  long  in  London  ; 
and  through  Consul  Smith  a  splendid  collection  of  his 
latest  works  found  its  way  to  Windsor,  while  another,  of 
cheerful  pictures  painted  in  a  light  key,  has  for  over  a 
century  formed  the  only  ornament  of  one  of  the  rooms  at 
Woburn. 

II. 

Midway  in  date  between  Raphael  and  Canale  come 
the  Dutch  and  Flemish  pictures  in  the  collection.  Here 
also  the  examples  are  very  few ;  for  it  has  been  no  part 
of  the  owner's  plan  to  represent  those  schools  in  all  their 
abounding  variety.  We  have  nothing,  for  example,  of 
the  Dutch  genre  painters,  in  whose  works  the  Buckingham 
Palace,  Peel,  Rothschild,  and  many  other  collections  are 
so  rich  ;  nor  has  any  attempt  been  made  as  yet  to  cover 
the  whole  wide  field  of  Dutch  landscape,  or  those  marines 
in  which  the  painters  of  that  spirited  young  Sea  Power 
took  so  much  delight.  But  from  the  southern  and 
Catholic  provinces  we  have  Rubens  and  Van  Dyck  ;  from 
the  northern,  Rembrandt,  Hals,  Hobbema,  and  Aelbert 
Cuyp.    A  word  may  be  given  to  each  of  these  in  turn. 

Rubens,  whom  the  French  critics  call  the  founder  of 
modern  painting,  is  only  represented  on  one  of  his  many 
sides.  He  conquered  his  own  generation,  and  he  has 
held  his  great  place  ever  since  by  means  of  two  gifts 
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which  the  painter  shares  with  other  artists,  and  by  two 
which  belong  to  the  painter  alone.  Other  artists  have 
excelled  in  one  or  two  ;  but  in  the  conjunction  of  all 
four,  Rubens  is  supreme.  The  first  two  are  invention 
and  movement,  the  second  two  are  colour  and  energetic 
line.  For  more  than  a  century  before  Rubens,  the 
cloistral  painters  of  the  Netherlands  had  translated  into 
form  and  colour  the  serene  visions  of  their  religion  ;  and 
in  the  midst  of  a  world  of  violence  and  blood  these 
subjects  of  Charles  the  Bold,  sheltered  behind  their 
convent  walls,  had  painted  with  loving  minuteness  the 
Adoration  of  the  Lamb  or  the  Madonna  and  Child 
blessing  some  noble  votaries.  This  glorified  missal- 
painting,  which  we  justly  prize  for  its  sentiment  and  its 
technical  perfection,  was  soon  to  degenerate  into  the 
second-hand  art  of  the  Italianizing  Flemings ;  and  if  art 
was  to  revive  at  all  in  the  North,  it  must  be  with  the 
coming  of  a  new  inspiration.  The  inspiration  came 
through  Rubens.  His  extraordinary  mind  was,  as  it 
were,  the  meeting-place  of  two  great  artistic  traditions, 
the  Flemish  and  the  Venetian  ;  and  in  that  magic  crucible 
the  two  elements  were  fused  in  such  a  way  as  to  give  us 
the  new  art  that  we  know,  with  the  qualities  that  astonish 
us,  shock  us,  and  leave  us  lost  in  admiration  of  the  force 
and  variety  of  the  man. 

The  pictures  by  which  Rubens  is  known  all  over  the 
world  are  mostly  great  sacred  or  historical  works,  com- 
monly seven  or  eight  feet  square,  and  often  much  larger. 
Painted  for  churches  and  palaces,  they  have  either 
remained  there  or  have  been  removed  to  those  creations 
of  modern  times,  the  public  picture  galleries.  Only  in 
rare  instances  are  they  suitable  for  the  private  houses  of 
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to-day,  so  that  it  is  no  surprise  to  find  that  the  collection 
before  us  is  without  a  Rubens  of  this  type.  The 
"Adoration  of  the  Magi"  at  Antwerp,  the  "Peace  and 
War"  in  the  National  Gallery,  and  the  vast  Marie  de 
Medicis  series  in  its  glorious  new  gallery  in  the  Louvre, 
are  where  they  ought  to  be,  where  ample  space  permits 
them  to  be  appreciated  and  enjoyed.  There  are  occa- 
sions, however,  when  a  subject-piece  from  the  hand  of 
Rubens — a  genuine  work  and  not  the  performance  of  a 
pupil — even  now  finds  its  way  into  the  auction-room  ; 
and  the  present  generation  remembers  the  Blenheim  and 
Leigh  Court  examples.  But  with  these  we  have  for  the 
present  nothing  to  do,  and  we  must  confine  ourselves  to 
the  two  specimens  of  Rubens  as  a  portrait  painter — the 
famous  "Anne  of  Austria"  from  Blenheim,  and  the  less 
well-known  "  Cardinal  Infante,"  Ferdinand,  brother  of 
Philip  IV.  The  great  critic,  Eugene  Fromentin,  in  that 
little  volume  "  Les  Maitres  d'Autrefois,"  which  many  of 
us  regard  as  the  most  enlightening  of  all  discussions  of 
the  art  of  Flanders  and  Holland,  has  spent  some  pages  in 
the  attempt  to  prove  that  Rubens  was  not  in  the  highest 
sense  a  portrait  painter.  The  present  writer  must  frankly 
admit  that  this  is  almost  the  only  one  of  Fromentin's 
judgments  with  which  he  cannot  agree.  Very  ingenious 
is  the  demonstration  that  Rubens  is  enough  of  a  portrait 
painter  to  give  just  the  necessary  life  to  the  personages 
in  his  great  pictures — to  the  "  Henry  IV."  in  the  Medicis 
series,  to  the  monks  in  the  "  Communion  of  St.  Francis  " 
— but  less  than  the  necessary  life  to  the  portraits  definitely 
intended  to  represent  some  individual,  such  as  the  "  Jean 
Charles  de  Cordes"  in  the  Brussels  Gallery,  the  "  Baron 
de  Vicq  "  in  the  Louvre.  Very  circumstantial  is  the  charge 


INTRODUCTION. 


that  the  great  and  charming  Court  ladies  of  that  date, 
individualised  in  their  Memoirs,  are  so  fused  in  one 
mould  by  the  painters  that  we  do  not  know  them  one 
from  another  in  their  pictures.  The  point  is  a  good  one, 
but  it  should  be  made  of  Lely  and  Mignard,  not  of 
Rubens.  Nor  are  all  the  instances  fortunate,  for  it  so 
happens  that  the  "  Baron  de  Vicq "  in  the  Louvre  is  a 
marvel  not  only  of  painting  but  of  portraiture ;  one 
remembers  the  face  and  the  man  as  one  remembers  the 
Van  der  Geest,"  by  Rubens'  great  pupil,  in  the  National 
Gallery.  And  certainly  there  is  no  lack  of  character  in 
the  "Anne  of  Austria."  The  heroine  of  history  and 
romance  sits  before  us  ;  the  woman  whom  Buckingham 
pretended  to  adore,  and  whom  Richelieu  persecuted  ;  the 
Queen-Regent  round  whom  there  raged  the  war  of 
the  Fronde,  and  who  was  made  the  subject  of  more 
and  fiercer  libels  than  any  French  Queen  till  Marie 
Antoinette.  Rubens  has  given  her  the  distinction,  if  not 
quite  the  beauty,  that  the  memoirs  of  her  friends  attribute 
to  her ;  and  in  two  points  at  least  he  has  put  on  record 
the  personal  vanity  which  even  they  could  not  help 
noticing.  There  is  a  well-known  story,  that  the  Court 
dressmakers  could  not  find  batiste  fine  enough  for  her, 
till  Mazarin  broke  out  with,  "  Madame,  if  you  are 
doomed  to  eternal  punishment,  the  torture  reserved  for 
you  will  be  to  lie  between  brown-holland  sheets  !  "  May 
we  not  see  in  the  delicate  lace  on  neck  and  wrists  some 
allusion  to  this  amiable  vanity  ?  The  hands,  again,  which 
seem  almost  the  archetype  to  which  Van  Dyck,  a  few  years 
later,  always  referred — are  not  these  the  hands  of  which 
Madame  de  Motteville  speaks  t  "  The  Queen's  hands 
and  arms,"  says  the  Memoir  writer,  **were  of  surprising 
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beauty.  All  Europe  has  heard  their  praises  sung;  and 
their  whiteness,  without  exaggeration,  was  the  whiteness 
of  snow."  Details  so  personal  as  these  seem  to  repel  the 
charge  of  too  much  conventionality,  at  least  in  the  case 
of  this  noble  portrait ;  while  the  actual  painting,  whether 
of  the  flesh  or  of  the  black  dress,  is  such  as  to  make  the 
spectator  forgive  a  hundred  short-comings. 

If  the  picture  of  the  Infante  Ferdinand  is  in  some 
ways  less  interesting,  it  is  remarkable  on  two  grounds  : 
as  a  splendid  piece  of  decoration — note  the  golden  hair 
against  the  big  Spanish  hat,  and  as  showing  how  com- 
pletely Rubens  realised  this  Austro-Spanish  type  of 
countenance  and  character.  Ferdinand,  born  in  1609, 
was  brother  of  Philip  IV.,  and  in  1633  succeeded  his 
aunt,  the  Infanta  Clara  Eugenia,  as  Governor  of  the 
Netherlands.  It  must  have  been  in  1635,  occasion 
of  his  solemn  entry  into  Antwerp,  that  this  State  portrait 
was  painted — a  work  of  the  last  years  of  Rubens,  rapid 
and  masterly,  as  a  great  artist's  later  works  are  apt  to  be. 
Rubens  had  no  period  of  decadence.  His  latest  picture, 
the  "St.  George,"  is  among  his  very  finest;  and  the 

Ferdinand"  shows  no  weakness — only  an  increased 
desire,  on  the  painter  s  part,  to  revel  in  the  colour  of 
which  the  Venetians  and  himself  were  the  discoverers. 

The  only  other  Flemish  master  here  represented  is 
Van  Dyck.  No  painter  is  so  easy  to  class  in  periods," 
for  in  his  case  they  are  settled  by  geography.  We  have 
him  first  as  the  brilliant  lad  who  so  perfectly  assimilated 
the  teaching  of  Rubens  that  his  work  may  often  be  mis- 
taken for  the  master's — this  period,  the  first  Antwerp 
period,  ending  in  1621,  when  he  was  twenty-two  years 
old.    We  have  him  next  in  Italy,  and  notably  in  Genoa, 
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enriching  and  ennobling  his  art  by  the  infusion  of  a 
strong  Venetian  element ;  this  is  his  Genoese  period, 
extending  from  about  1622  to  1626.  We  have  him 
next  for  almost  five  years  at  Antwerp  again — the  second 
Flemish  period,  vv^hen  he  painted  the  Dorchester  House 

Abbe  Scaglia,"  and  other  masterpieces,  and  the  bulk  of 
the  pictures   and  drawings  from    which  the  so-called 

Centum  Icones  "  were  afterwards  engraved.  And  lastly, 
we  have  his  fourth  period,  his  English  period,  from  1631 
to  his  death,  ten  years  later,  when  he  worked  in  the  great 
studio  at  Blackfriars,  surrounded  by  clever  assistants  and 
drapery-men,  and  holding  his  daily  court  of  the  gallants 
and  fair  ladies  who  passed  thither  from  Whitehall.  Of  these 
four  periods,  the  Genoese  and  the  English  are  represented 
here.  The  example  of  the  former — long  said,  but  inaccu- 
rately, to  represent  the  wife  and  daughter  of  the  Marchese 
Ambrogio  Spinola,  the  great  commander — is  of  a  type  of 
which  few  examples  are  to  be  found  outside  Genoa.  The 
museums  and  private  collections  of  Northern  and  Central 
Europe  contain  a  fair  number  of  these  Genoese  Van  Dycks, 
but  the  great  bulk  remain  in  the  palaces  for  which  they 
were  painted  when  the  brilliant  young  man  came,  saw, 
and  conquered  the  nobility  of  the  great  merchant  city. 
One  goes  to  Genoa,  and  one  comes  away  with  two 
ineffaceable  impressions  :  the  one,  of  the  extraordinary 
beauty  of  the  situation  ;  the  other,  of  the  greatness  of 
Van  Dyck.  He  was  but  seven-and-twenty  when  he  left 
Genoa,  and  in  the  five  years  of  his  residence  there  he 
had  painted  perhaps  a  hundred  portraits  of  an  absolutely 
new  type,  placing  at  the  service  of  those  great  men  and 
stately  ladies  an  art  with  which  nothing  done  in  Italy 
since  the  great  days  of  Tintoret  could  possibly  compare. 
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Perfection  of  drawing,  splendour  of  colour,  and  a  noble 
sense  of  style,  combined  to  place  such  portraits  as  we  see 
in  the  Balbi  Palace  among  the  world's  masterpieces.  As 
such  they  have  been  considered  from  the  time  they  were 
painted  until  now ;  and  as  Genoa  has  enjoyed  almost 
continuous  prosperity,  there  has  been  no  reason  why  the 
proud  owners  should  ever  strip  their  walls.    But  at  some 
uncertain    date,  perhaps   a   century   ago,  when  some 
member  of  the  family  was  making  the  Grand  Tour,  this 
imposing  group  of  a  Genoese  lady  and  child  appears 
to  have  passed  from  its  first  home  into  the  possession 
of  the  Lord  Caledon  of  the   day  ;    it  remained  in 
the  London  house  of  the  family  till  a  dozen  years  ago, 
then  twice  crossed  the  Atlantic,  and  is  now  here.  The 
lady  is  a  noble  example  of  the  Genoese  aristocracy, 
and  the  picture  gives  a  splendid  proof  of  the  complete- 
ness with  which  Van  Dyck,  who  had  already  learnt 
all  that  Rubens  could  teach  him,  also  assimilated  for  a 
brief  moment   the   lessons    of  Titian's  art.  Positive 
evidence  of  the  care  and  love  with  which  he  studied 
Titian  is  given  by  the  Van  Dyck  Sketch  Book  at  Chats- 
worth,  lately  reproduced  and  published.    As  one  studies 
it,  or  this  picture  before  us,  or  the  seated  figure  at 
Dorchester  House,  or  the  marvellous  pair  which  lately 
passed  from  the  Peel  Collection  to  the  museum  at  Berlin, 
one  is  tempted  to  wonder  whether  it  would  not  have 
been  better  for  Van  Dyck's  fame  if  he  had  remained  in 
Italy  till  the  end  of  his  life.    There  are  very  few  excep- 
tions to  the  rule  that  Flemish  or  Dutch  painters,  travelling 
to  Italy  in  the  seventeenth  century,  lost  their  natural  per- 
fections and  failed  to  acquire  others.    The  art  of  Rubens 
and  Van  Dyck,  however,  was  only  enriched  by  Italy. 
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But  Van  Dyck  returned,  stayed  for  some  five  years  in 
his  native  country,  took  up  the  artistic  succession  of 
Rubens,  and  finally,  as  we  know,  crossed  over  to  England 
to  the  Court  of  Charles  1.  His  success  was  so  pheno- 
menal that  inevitably  his  work  became  unequal ;  he  had 
more  to  do  than  any  one  man  could  do  perfectly,  and  it 
must  be  owned  that  with  him,  even  more  than  with 
Rubens  before  him,  the  atelier  became  something  like  a 
factory,  and  pictures  were  often  not  so  much  painted  as 
turned  out "  to  order.  It  is  not  too  much  to  say  that 
of  almost  every  nobleman's  or  noble  lady's  portrait  for 
which  he  received  a  commission  during  his  ten  years  in 
England,  there  exist  at  least  two  or  three  examples,  and 
often  a  dozen.  As  he  kept  no  diaries,  or  as  none  have 
survived,  it  is  only  possible  to  decide  by  internal  evidence 
which  of  these  examples  are  the  best,  which  of  them 
contain  the  largest  share  of  his  work,  which  of  them,  in 
fact,  may  fairly  and  honestly  be  called  Van  Dycks.  One 
sees,  for  example,  in  the  "  Earl  of  Arundel,"  belonging 
to  the  Duke  of  Norfolk,  an  undoubted  original  ;  but 
several  variants  exist,  which  their  owners  of  the  present 
day  are  loth  to  consider  copies.  In  the  same  great  house 
there  is  a  "Charles  I."  which  is  certainly  Van  Dyck's  own. 
Perhaps  a  score  of  so-called  "  replicas ''  are  in  existence, 
and  those  who  recollect  the  Van  Dyck  Exhibitions  of 
1899,  whether  in  Antwerp  or  at  Burlington  House,  will 
be  able  to  recall  many  similar  instances.  The  "  Robert 
Rich,  Earl  of  Warwick,"  which  stands  before  us,  was  one 
of  several  fine  Van  Dycks  that  used  to  have  their  home  at 
Wimpole,  and,  though  variants  of  it  exist  in  at  least  two 
fine  old  collections,  the  numerous  engravings  mentioned 
in  the  Catalogue  would  of  themselves  be  enough  to 
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prove  that  it  has  always  been  regarded  as  the  original 
picture.  It  is  a  dignified  presentment  of  a  very  eminent 
man,  whose  varied  career  was  worthy  of  his  mother,  the 
famous  Stella,"  the  goddess  of  Sir  Philip  Sidney's 
idolatry.  To  have  begun  as  a  member  of  the  Inner 
Temple  and  a  performer  in  Ben  Jonson's  "  Masque  of 
Beauty,"  to  have  risen  to  the  position  of  Lord  High 
Admiral  of  England,  and  afterwards  to  have  commanded 
the  Parliament's  eastern  army  in  the  Civil  War,  imply  a 
variety  of  distinction  not  common  even  in  that  heroic 
age.  As  to  the  portrait,  it  is  interesting  to  compare 
Dr.  Waagen's  description  of  it — ''of  animated  expres- 
sion and  broadly  treated  in  a  brown  tone " — with  two 
contemporary  accounts  of  the  man  himself.  Arthur 
Wilson,  in  his  ''  History  of  King  James,"  writes  of  this 
Lord  Warwick  :  "He  had  all  those  endowments  of  body 
and  fortune  that  give  splendour  to  a  glorious  Court 
.  his  brightness  being  accounted  a  lovely  sweetness 
transcending  most  men's ; "  and  Lord  Clarendon  again, 
who  was  by  no  means  lavish  with  his  praise  for  the 
Parliamentarians  of  whatever  station,  speaks  of  him  in 
the  famous  History  of  the  Rebellion "  as  "  a  man  of 
pleasant  and  companionable  wit  and  conversation  ;  of  a 
universal  jollity." 

III. 

Of  the  Dutch  school  of  the  seventeenth  century  we 
have  here  to  consider  only  the  portrait-painters  and  the 
landscapists,  and  only  two  of  the  greatest  of  each  class. 
First  in  date,  and  scarcely  second  in  power,  comes  Frans 
Hals,  the  northern  contemporary  of  Rubens — in  one 
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branch  of  art  his  equal  or  superior,  but  widely  different 
in  his  fortune,  both  in  life  and  after  death.  While 
Rubens,  the  painter  of  a  powerful  Court  and  an  omnipo- 
tent Church,  passed  his  days  as  the  friend  and  ambassador 
of  Princes,  high  in  favour  with  bishops  and  abbots,  and 
the  centre  of  a  rich  and  brilliant  society,  Hals  lived  as  a 
Bohemian  in  a  little  provincial  town,  had  no  ambition 
beyond  that  of  painting  militia  officers  at  their  club 
feasts,  taught  a  class  of  young  artists  how  to  handle 
paint,  and  died  in  an  almshouse.  His  obscurity  in  life 
reflects  only  on  his  townsmen,  to  whom  art,  and  especially 
his  art,  was  a  new  thing  ;  but  what  shall  we  say  of  the 
neglect  which  was  his  portion,  with  the  art-lovers  of 
Europe,  for  two  long  centuries  after  his  death  ?  A  few 
gossip-mongers  told  anecdotes  about  him  ;  a  few  en- 
gravers of  the  eighteenth  century  scraped  plates  after  his 
more  humorous  pictures  ;  a  few  artists,  like  Sir  Joshua 
Reynolds,  acknowledged  his  existence  by  a  word  of 
praise.  But  not  even  the  collectors  of  Dutch  pictures  in 
the  early  nineteenth  century,  when  Dutch  art  was  coming 
into  high  favour,  cared  to  include  him,  and  he  is  not  in 
Smith's  Catalogue  Raisonne,  A  single  instance  may  show 
how  he  was  valued  as  recently  as  1830.  In  that  year  an 
old  lady  died  at  Haarlem,  and  her  family  pictures  were 
sold.  Among  them  was  the  full-length  portrait  of  an 
officer,  a  Van  Beresteyn,  which  is  now  one  of  the  glories 
of  the  Lichtenstein  Gallery  at  Vienna,  the  unquestioned 
masterpiece  among  the  single-figure  portraits  by  Hals, 
and  worth  in  the  market  to-day  uncounted  thousands. 
It  was  offered  at  the  Haarlem  auction  not  even  as  Hals 
at  all,  but  as  a  Van  der  Heist ;  and  it  fetched  fifty  florins 
— exactly  four  pounds  sterling.    For  twenty  years  after 
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that  date,  whenever  a  Hals  came  up  for  sale  at  Christie's 
or  in  Paris,  it  brought  the  ordinary  price  of  the  ordinary- 
portrait  labelled  "  Dutch  School — five,  ten,  or  possibly 
on  rare  occasions  fifty  pounds.  Then  one  day,  at  the 
Courtales  sale  in  1865,  in  Paris,  the  Cavalier  "  of  the 
Wallace  Collection  appeared,  and  chanced  to  appeal  both 
to  Baron  de  Rothschild  and  to  Lord  Hertford,  with 
the  result  that  it  brought  the  then  astonishing  price  of 
51,000  francs;  and  Hals  was  at  once  admitted  into  that 
odd  hierarchy,  the  class  of  masters  whom  the  collectors 
and  museums  consider  worth  their  notice.  Very  quickly 
the  critics  and  artists  began  also  to  find  in  his  instant 
effectiveness,  in  his  force  combined  with  delicacy,  and  in 
his  unerring  mastery  of  the  full  brush,  the  solution  of 
the  very  problems  with  which  modern  art  was  struggling. 
And  so  Frans  Hals  definitely  took  his  place  by  the  side 
of  Rembrandt  in  the  Dutch  school,  and  by  the  side  of 
Velazquez  in  the  schools  of  the  world. 

Four  examples  of  his  work  are  before  us  here —  two  of 
them  the  grim  old  burgher  and  his  wife  which  came  from 
the  Mniszech  collection  in  Paris,  and  which  aroused  such 
admiration  when  they  were  seen  in  1906  at  Messrs. 
Agnew's.  The  others  are  a  portrait  of  that  Michielsz  de 
Waal  who  appears  in  one  of  the  great  Haarlem  groups  ; 
and  a  portrait  of  an  old  lady,  a  bourgeoise  of  Haarlem, 
well  furnished  with  white  satin  and  lace.  What  is  known 
of  the  recent  history  of  these  two  pictures  is  told  in  the 
Catalogue.  One  hung  for  years  in  a  house  in  Piccadilly, 
and  one  was  the  neglected  ornament  of  a  cottage  or 
vicarage  in  the  Isle  of  Wight.  How  many  more  such 
pictures,  one  wonders,  still  lurk  behind  the  walls  of  the 
plain-looking  houses  in  London  or  along  the  country 
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roads  of  England  that  we  pass  as  we  go  carelessly  on  our 
way  ? 

No  such  obscurity  as  that  from  which  Frans  Hals  has 
been  lately  rescued  has  ever  befallen  Rembrandt,  at  least 
since  those  last  sad  fifteen  years  of  his  life,  when  the 
Puritanism  of  Amsterdam  turned  its  back  upon  him  and 
his  "  irregular "  household,  and  left  him  to  sink  into 
poverty  and  almost  into  starvation.  To  the  artists  he 
has  always  been  a  great  man.  From  the  time  of  Flinck 
and  Sir  Peter  Lely  they  have  collected  his  drawings  ;  his 
etchings  were  always  prized,  and  from  early  days  he 
seems  to  have  given  his  name  to  a  particular  way  of 
treating  light  and  shade,  so  that  "  Rembrandt  effects " 
have  been  proverbial  for  more  than  two  centuries.  Yet 
it  has  only  been  in  our  own  day,  since  the  rise  of  public 
galleries,  and  since  the  beginning  of  scientific  criticism, 
that  Rembrandt's  works  have  not  only  been  collected 
with  passion,  but  classified,  catalogued,  and  compared 
with  real  thoroughness.  Such  cataloguing  and  such 
criticism  as  we  see  in  Dr.  Bode's  great  book  was 
impossible  before  the  days  of  modern  photography, 
which  gives  us  perfect  records  of  all  known  pictures,  and 
thus  enables  the  scientific  critic  to  have  all  his  evidence 
under  his  eye  at  once.  And  if  this  has  made  such  work 
possible,  there  are  special  reasons  which  should  bring 
Rembrandt  in  particular  within  his  scope.  This  age  is 
in  deep  sympathy  with  his  mysterious  art  ;  moreover,  a 
great  many  of  his  pictures  are  known,  and  they  form  a 
sort  of  touchstone  by  which  we  can  test  new  claimants 
for  the  honour  of  bearing  the  master's  name.  Rembrandt, 
though  among  his  multitude  of  pupils  a  dozen  imitated 
him  closely,  is  not  really  difficult  to  know.    A  fine  judge 
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can  recognise  him  almost  beyond  dispute,  whereas  no 
man  is  infallible  on  the  Venetian  masters  or  the  Floren- 
tines. Of  the  pictures  by  Rembrandt  in  this  collection, 
the  portrait  of  Nicholas  Ruts  has  become  well  known  of 
late  through  various  exhibitions.  Nothing  could  be 
more  characteristic  of  the  early  manner  of  the  master, 
who  already  at  twenty-four  years  of  age  had  developed  a 
grip  of  character,  a  power  of  placing  his  sitters  on  the 
canvas,  and  a  forceful  method  of  making  effects  speak 
through  detail,  that  mark  him  off  at  once  from  the 
crowd  of  his  clever  contemporaries — even  from  such 
men  of  talent  as  Thomas  de  Keyser,  who  at  that  moment 
(1631)  was  the  leading  portrait-painter  in  Amsterdam. 

When  we  turn  to  landscape,  we  have  before  us 
examples  of  one  of  the  two  great  Dutch  Naturalists  and 
of  the  greatest  of  the  Dutch  Romantics,  if  the  rough 
classification  may  be  permitted.  Few  words  are  necessary 
with  regard  to  either,  for  the  two  Hobbemas  and  the 
Cuyp  speak  for  themselves.  By  common  consent,  the 
world  contains  three  large  Hobbemas  which  stand  out 
from  the  rest  of  the  master's  work,  just  as  "Le  Moulin" 
of  the  Louvre,  the  Water-mill  at  Dulwich,  and  one  or 
two  others,  rank  highest  among  his  smaller  pictures. 
These  three  are  "  The  Avenue  at  Middelharnis,"  now  in 
the  National  Gallery,  the  Hatherton  landscape,  which 
passed  from  the  Dudley  Collection  into  that  of  the  late 
Mr.  Beit,  and  the  Cobbe  or  Holford  landscape,  which  is 
here.  From  all  these,  and  from  that  called  "  The  Trevor 
Landscape,"  it  is  easy  to  understand  the  charm  that 
Hobbema  has  exercised,  ever  since  collecting  became  an 
art,  upon  all  collectors  ;  but  what  is  difficult  to  under- 
stand is  how  his  countrymen  allowed  him  to  feel  himself 
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so  neglected  that  he  left  painting  at  the  moment  of  his 
prime,  and  took  a  little  post  in  the  Excise  "  for  a  morsel 
of  bread.*'  Burns  the  gauger  is  our  British  counterpart; 
but  while  Burns  could  make  songs  while  he  was  gauging, 
Hobbema  the  official  ceased,  or  almost  ceased,  to  paint. 
His  artistic  life  may  be  said  to  have  lasted  but  for  seven 
or  eight  years,  from  1661  to  1668 — the  last  years  of 
Rembrandt's  life,  it  may  be  noticed.  Hence  the  great 
rarity  of  these  productions,  and  the  feeling,  which  no 
owner  of  a  Hobbema  can  escape,  that  he  has  won  a  prize 
in  a  lottery.  Ruisdael,  his  master,  has  been  an  im- 
measurably greater  force  with  posterity  ;  to  Rousseau 
and  Dupre,  as  to  Fromentin,  his  originality  and  variety 
made  him  much  the  greater  man.  But,  independently  of 
the  rarity  of  Hobbema,  who  can  study  the  tree- drawing 
of  these  two  landscapes,  the  transparency  of  their  deep 
shadows,  the  sparkle  of  their  sunlit  leaves,  the  perfect 
"  keeping "  of  their  sky,  without  admitting  that  he  too, 
this  neglected  landscape-painter  who  left  his  ministry 
because  Art  could  not  feed  her  minister,  was  also  one  of 
the  elect,  one  of  the  immortals  ? 

It  is  as  curious  to  note  the  divergences  among  painters 
related  through  a  common  teacher  as  to  note  those 
among  the  descendants  of  a  common  ancestor  in  blood. 
That  great  initiator,  Jan  van  Goyen,  taught  Jacob 
Ruisdael ;  and  Ruisdael  taught  Hobbema.  But  Van 
Goyen  also  in  all  probability  taught  Aelbert  Cuyp,  whose 
work  ought,  therefore,  to  bear  a  familv  likeness  to 
Hobbema*s.  It  bears  none,  because  the  temper  of  Cuyp 
was  too  romantic,  too  idealistic,  to  be  bound  by  the 
canons  of  his  teacher.  He  obeyed  him,  it  is  true,  in 
following  Nature,  and  for  a  few  years  he  employed  the 


I 


INTRODUCTION. 

greys  and  browns  of  Van  Goyen ;  but  as  soon  as  he 
came  to  stand  alone,  whenever  he  selected  from  Nature — 
and  selection  is  the  first  step  in  art — he  chose  whatever 
was  most  brilliant,  most  luminous,  most  full  of  colour  ; 
whereas  for  Hobbema  the  charm  lay  in  half-tones,  in 
delicate  contrasts  between  the  sunlit  glades  of  a  forest 
and  the  shadow  of  the  trees.  What  Cuyp  delighted  in 
was  the  meadow  where  the  sunlight  brought  out  the  rich 
colour  of  the  cattle,  or  broad  watercourses  shining  under 
the  afternoon  rays,  or  crowded  ferryboats  against  the 
golden  background  of  Dordrecht  or  Nymegen,  or,  as 
here,  compositions  of  horsemen,  dogs  and  cattle,  in  the 
midst  of  a  landscape  steeped  in  the  sun.  In  describing 
Cuyp  one  is  forced  to  overwork  the  epithet  "  golden  " ; 
it  has  to  serve  for  all  the  pictures  of  his  prime.  It  was 
said  of  Claude  that  he  "  put  the  sun  in  the  heavens  " ; 
and  if  this  was  to  the  credit  of  an  artist  who  worked  in 
Italy,  how  much  more  is  it  to  that  of  a  Dutch  painter, 
working  in  a  land  where  bright  skies  are  the  exception, 
and  grey  skies  the  rule ! 


IV. 

From  Holland  to  its  old  enemy  Spain  is  a  far  cry ;  but 
nothing  is  more  certain  than  that,  if  Rembrandt  and 
Hals  had  known  Velazquez,  the  mutual  admiration  of 
the  northern  and  the  southern  painters  would  have  been 
great  and  heartfelt.  Nor  must  it  be  forgotten  that  the 
Low  Countries,  including  Holland  as  well  as  Flanders, 
had  been  the  purveyors  of  art  to  Spain  and  Portugal  in 
the  fifteenth  century,  and  that  Spanish  painting  continued 
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to  owe  much  to  the  school  of  Van  Eyck  for  many  a 
decade.  The  relation  between  Hals  and  Velazquez, 
however,  is  not  so  much  one  of  a  descent  from  a 
common  ancestor  as  of  a  simultaneous  awakening  to  the 
possibilities  of  a  realistic  art — a  simultaneous  discovery 
that  the  old  conventions  were  worn  out,  and  that  the 
hope  for  painting  lay  in  the  artist's  firm  grip  of  the 
actual,  and  in  his  veracious  recording  of  the  visible  fact. 
Our  little  Infanta  here  is  one  of  the  most  delightful 
examples,  outside  Madrid  and  Vienna,  that  could  be 
found  of  the  great  Spaniard's  treatment  of  Royal  child- 
hood. It  is  not  the  childhood  that  we  happily  know 
through  Reynolds  and  Gainsborough,  or  that  Velazquez's 
countryman  Murillo  found  in  the  streets  of  Seville  :  it 
is  a  childhood  de  parade^  hemmed  in  by  Court  etiquette 
and  stiffened  with  impossible  clothes.  But  such  as  it  is, 
the  great  man  gives  it  to  us  in  the  most  uncompromising 
way,  making  a  few  strokes  of  his  brush  serve  his  artistic 
purpose  with  the  utmost  completeness,  and  redeeming 
the  severity  of  the  pose  by  rich  and  glorious  colour.  By 
his  late  descendant,  Goya,  in  whom  the  world  of  art  now 
takes  so  keen  an  interest,  there  is  a  striking  picture  here, 
a  portrait  of  the  Duke  of  Osuna,  one  of  the  painter's 
chief  patrons ;  and  the  anonymous  but  very  interesting 
"  Portrait  of  a  Child,"  dating  from  the  first  half  of  the 
seventeenth  century,  is  here  to  remind  modern  scholars 
that  there  remain  many  problems  in  the  history  of 
Spanish  painting  which  are  not  yet  solved. 
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We  pass  to  the  eighteenth  century,  and  to  the  two 
countries  whither  painting  then  took  flight  from  decadent 
Italy  and  exhausted  Holland.  In  France  and  in  England 
a  new  art  came  into  being  with  Watteau  and  Boucher, 
with  Fragonard  and  Greuze,  with  Hogarth,  Reynolds, 
and  Gainsborough — an  art  in  which  this  collection  is 
even  richer  than  in  that  of  the  earlier  schools.  Never 
did  any  art  reflect  more  perfectly  the  spirit  of  its  age,  the 
conditions  of  its  environment.  In  France,  the  close  of 
the  reign  of  the  Grand  Monarque  means  the  end  of  a 
heroic  and  a  pompous  art — of  the  classicalities  of  Vouet 
and  the  allegories  of  Lebrun,  fit  expression  of  the  temper 
of  a  King  whose  constant  wish  was  to  impose  himself 
upon  France,  Europe,  and  the  world.  To  the  pleasures 
of  gratified  ambition  there  succeed  the  pleasures  of  the 
senses  ;  to  Louis  XIV.  and  Versailles  succeed  the  Regent 
and  the  Palais  Royal,  Louis  XV.  and  the  Parc-aux- 
Cerfs.  Watteau,  in  the  world  but  not  of  it,  sees  the 
poetry  of  this  epoch  of  enjoyment,  and  paints  it  as  one 
would  paint  a  dream  ;  not  for  him  to  bring  out  the  evil 
of  it,  just  as  he  will  not  obtrude  the  sickness  that  is 
corroding  his  own  frail  frame.  Boucher,  more  positive, 
more  frankly  sensual,  is  well  matched  with  his  patroness, 
the  clever,  scheming,  indefatigable  Pompadour,  who  loves 
pleasure  only  less  than  she  loves  power.  Fragonard,  less 
entangled  with  the  Court,  is  in  all  ways  a  more  interesting 
artist  ;  for  Italy  and  the  Roman  melancholy  have  touched 
him  in  his  youth  ;  and  if  he  is  the  painter  of  "  La 
Verrue  "  he  is  also  the  maker  of  the  lovely  drawings, 
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full  of  the  charm  of  "  long  ago/'  for  the  travels  of  his 
friend  the  Abbe  de  Saint-Non.  Then  Paris  repossesses 
him,  and  the  Court — above  all,  Madame  du  Barry,  the 
Pompadour's  reckless  successor,  for  whom  he  paints  the 
wonderful  love-series  that  are  now  here.  Their  story 
is  told  below,  and  no  relics  of  the  ancien  regime  have 
a  more  interesting  record.  They  were  to  have  adorned 
Louveciennes,  but  a  happier  fate  than  befell  the  mistress 
of  that  Palace  saved  them  from  destruction  and  con- 
demned them  but  to  a  century's  seclusion.  They  were 
forgotten,  like  their  author  ;  with  the  re-emergence  of 
his  name  and  fame  they  too  emerged  from  the  house  at 
Grasse  where  he  had  placed  them,  and  they  are  here — the 
crown  of  the  collection.  But  they  are  well  supported  by 
other  French  pictures  of  the  same  century.  We  have 
an  authentic  portrait  of  Madame  de  Pompadour  by  Van 
Loo,  a  delicious  child  by  Drouais  filsy  and  one  of  the 
most  dexterously  painted  of  all  the  portraits  by  which 
Madame  Vigee-Lebrun  earned  a  celebrity  that  has  never 
been  equalled  by  any  woman  painter  before  or  since.  In 
other  fields  than  that  of  portraiture  we  have  a  pair  of 
small  pictures  by  Lancret,  who  was  what  neither  Watteau 
his  great  exemplar,  nor  Pater  his  contemporary  and  rival, 
ever  was — a  perfect  illustrator  ;  and  we  have  four  Paters, 
highly  characteristic  of  that  lover  of  pliant  forms  and 
soft  surfaces.  But  perhaps  the  most  perfect  of  all  the 
French  pictures,  after  the  Fragonards,  is  the  celebrated 
Devideuse  "  of  Greuze,  one  of  the  most  faultless  of  all 
his  works — admirable  as  art,  and  liable  to  no  shadow  of 
blame  from  the  side  of  morals.  Not  once  in  a  score  or 
times  is  Greuze  so  pure,  so  wholly  free  from  allurement 
and  what  is  called  suggestiveness  ;  and  seldom  has  he 
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been  so  happy  in  composition  and  so  admirable  in  every 
technical  aspect  as  he  is  in  the  case  of  this  young  girl, 
with  her  daintily  painted  frock,  her  wheel,  and  the  kitten 
that  tries  to  distract  her.  It  is  a  picture  comparable  with 
the  painter's  more  famous  pair  in  the  Louvre. 

Did  the  French  artists  really  believe  what  they  were 
saying  ?  Were  they  sincere  ?  No  such  question  need 
be  asked  of  their  contemporaries  our  countrymen,  the 
rough  outspoken  Hogarth,  Gainsborough  with  his  proud 
Bohemianism  covering  the  most  delicate  art  in  the  world, 
and  Reynolds,  with  his  placid  assurance  that  all  was  well 
with  an  England  that  furnished  him  with  lovely  women 
and  great  soldiers  to  paint  and  Johnson  and  Burke  to 
dine  with.  Of  these,  as  of  Romney  and  Raeburn,  of 
John  Russell  and  Thomas  Lawrence,  Turner  and 
Constable,  and  of  the  intensely  English  genius  of 
Morland,  we  have  examples  here — numerous  examples 
of  many,  fine  examples  of  all.  Of  extreme  interest  to  all 
students  of  the  beginnings  of  an  independent  English  art, 
to  all  readers  of  Mr.  Austin  Dobson's  masterly  bio- 
graphy, and  to  all  admirers  of  Cheesman's  engraving, 
is  Hogarth's  picture  of  "  The  Lady's  Last  Stake."  As 
with  nearly  every  work  of  Hogarth's,  there  is  a  sermon 
in  it  ;  but  it  is  a  sermon  without  savagery  and  without 
any  element  of  the  grotesque. 

When  Mrs.  Thrale,  in  the  letters  that  we  quote  below, 
declared  that  she  sat  for  the  heroine,  she  was  probably 
romancing  ;  but  her  account  agrees  with  the  general 
eighteenth-century  view  of  Hogarth's  meaning,  and  pro- 
bably describes  with  accuracy  what  was  in  the  painter's 
own  mind.  Hogarth,  indeed,  was  the  first  of  a  long 
series  of  English  painters  who  carried  out  in  art  the  old 
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Puritan  tradition.  To  them  conduct  was  even  more  than 
"  four-fifths  of  life  "  ;  and  if  art  was  to  be  of  any  value 
she  must  be  a  handmaid  to  conduct.  But  what  distin- 
guishes Hogarth  from  many  of  those  feeble  descendants 
of  his  who  used  to  make  our  early  Victorian  exhibitions 
a  weariness  to  flesh  and  spirit,  was  that,  with  all  his  moral 
fervour,  he  was  a  real  painter,  and  that,  preach  as  he 
would,  his  brush  was  the  brush  of  an  artist.  Had  he 
been  as  non-moral  as  Jan  Steen  himself,  the  world  would 
still  have  admired  him  for  the  force  of  his  painting. 

The  three  chief  pictures  by  Sir  Joshua  are  of  his  best 
period,  if  that  astonishing  artist,  whose  range  of  master- 
pieces extends  from  the  "Nelly  O'Brien  "  of  1760  to  the 
"Lord  Heathfield  "  of  1788,  can  be  said  to  have  had 
a  "best  period.''  There  is  no  mention  of  the  year  in 
which  the  "  Cupid  as  a  Link-Boy  "  was  painted,  but  it 
cannot  have  been  very  distant  from  the  dates  of  the  other 
two,  the  "  Pick-a-Back  "  of  1778  and  the  Lady  Betty 
Delme  "  of  1780,  so  that  all  three  belong  to  the  epoch 
when  Sir  Joshua's  palette  had  more  or  less  settled  down, 
when  he  had  abandoned  the  crimson  lake  which  so  soon 
faded  out  of  his  earlier  pictures,  leaving  them  too  often 
blanched  and  deathlike,  and  before  he  had  recklessly 
adopted  the  enriching  but  dangerous  bitumen,  the  use  of 
which  has  ruined,  for  posterity,  so  many  of  his  latest 
works.  The  three  before  us  are  examples  of  pictures 
that  remain  essentially  what  they  were  when  they  were 
painted,  only  that  they  have  been  mellowed  and  improved 
by  time.  It  would  not  be  easy  to  name  three  more 
delightful  examples  of  the  great  President's  art.  Rightly 
did  Leslie  and  Taylor,  in  their  "Life"  of  Reynolds, 
describe  the  "  Mrs.  Payne  Gallwey "  as  "  one  of  his 
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sweetest  and  silveriest "  pictures.  Its  popularity  has  always 
been  great ;  the  beautiful  mezzotint  by  J.  R.  Smith  made 
it  well  known  in  the  painter's  life-time,  and  when  in  the 
early  seventies  the  revival  of  interest  in  Sir  Joshua  set 
old  Samuel  Cousins  and  many  other  engravers  to  work 
upon  his  pictures,  George  ZobeFs  plate  of  Pickaback  " 
was  one  of  the  most  successful  of  any.  And  if  this 
appeals  to  the  world  as  a  perfect  representation  of  the 
playful  intimite  of  motherhood,  the  Lady  Betty  Delme 
and  Children  is  one  of  the  best  of  the  greater  groups, 
at  once  a  collection  of  charming  portraits  and  a  fit 
decoration  for  a  large  room.  Lady  Betty  was  one  of  a 
family  who  knew  Reynolds  well,  and  many  of  whom  he 
has  immortalised  ;  she  was  a  sister  of  that  handsome 
Earl  of  Carlisle  whom  he  painted  in  his  robes,  taking  a 
hint  for  the  composition  from  a  classical  statuette  ;  and 
she  was  the  aunt  of  that  delicious  little  Lady  Catharine 
Howard,  whose  picture,  as  she  sits  on  the  ground 
plucking  a  flower,  is  one  of  the  most  perfect  of  all  Sir 
Joshua's  single  figures.  A  curious  point  about  this 
portrait  of  Lady  Betty  is  the  date  of  the  sittings  ;  for 
one  of  them  appears  to  have  been  given  in  that  very 
week  of  terror  when  London  was  a  prey  to  the  mob — 
the  week  of  the  Lord  George  Gordon  riots.  It  is 
interesting  to  imagine  Sir  Joshua,  physically  deaf  and 
morally  imperturbable,  painting  his  pretty  women  and 
great  men  while  the  town  was  burning  ;  and  it  is  still 
more  interesting  to  compare  his  action  with  that  of 
Romney  at  the  same  moment.  We  have  it  on  record 
that  during  these  very  riots  the  nervous,  sensitive,  timid 
Romney — the  Romney  who  wrote,  "  Fear  has  ever  been 
my  enemy " — hurried  back  to  his  house  in  Cavendish 


INTRODUCTION. 


Square,  took  down  a  picture  which  might  possibly  have 
borne  a  Roman  Catholic  interpretation,  and  hid  it  in  the 
back  premises  lest  the  Protestants  should  burn  down  the 
building.  Certainly  there  is  no  sign  of  trouble  or  anxiety 
in  this  picture  of  Sir  Joshua's,  the  very  essence  of  peace 
and  tranquil  prosperity,  such  as  belongs  to  a  civilised  and 
well-ordered  society  into  which  disturbance  never  comes. 

If  the  young  mother  is  delightful,  and  if  the  group  of 
children  form  a  charming  picture  of  happy  and  prosperous 
childhood,  what  shall  be  said  of  that  mischievous  street 
arab  whom  Malone  called  "  a  Covent  Garden  Cupid," 
the  Cupid  as  a  Link-Boy  " — Cupid  who  will  light  you 
through  the  dark  if  you  care  to  trust  him,  but  who  will 
lead  you  as  likely  as  not  to  your  undoing  ?  Sir  Joshua 
said  of  the  famous  "  Strawberry  Girl "  that  it  was  "  one 
of  the  half-dozen  really  original  things  that  no  artist 
exceeds."  May  we  not  say  that  the  "  Link  Boy "  is 
another — of  less  universal  appeal,  perhaps,  but  not  less 
happy  as  an  invention  ?  Once  or  twice  did  Reynolds 
paint  an  ordinary  naked  Cupid  in  just  this  attitude,  and 
the  result  was  not  more  than  ordinary.  The  touch  of 
genius  came  in  when  he  was  inspired  to  clothe  the  lad 
in  character,  to  bring  the  gaminerie  of  the  old  Greek 
conception  down  to  Leicester  Fields,  and  to  change  a 
half-false  traditional  sentiment  for  the  true  comedy  of 
his  own  day.  It  is  not  too  much  to  say  that  it  is  as  a 
painter  of  children  that  Reynolds  is  most  distinguished 
throughout  the  pictures  here.  Charming  as  is  the  young 
mother.  Lady  Betty,  admirable  in  workmanship  as  is  the 
head  and  bust  of  Mrs.  Payne  Gallwey,  the  children  in 
both  cases  bear  the  palm.  Strange  that,  after  Titian  and 
Van  Dyck  had  tried  in  vain,  it  should  have  been  reserved 
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for  a  childless  and  middle-aged  Englishman  to  be  the 
first  to  paint  adequately  the  demure  grace  of  little-girl- 
hood, the  mischief  of  the  lad  of  the  streets,  and  the 
disciplined  high  spirits  of  well-bred  little  boys  ! 

Few  private  collections  are  so  strong  in  Gainsboroughs 
as  this;  for,  as  everyone  knows,  Gainsborough  is  not  only 
the  most  exquisite  of  our  great  eighteenth-century  portrait 
painters,  but  by  far  the  rarest.    Of  Reynolds  and  of 
Romney  we  have  positive  records,  in  each  case,  of  about 
two  thousand  portraits.    Of  Gainsborough  no  diaries  or 
sitters'  books  are  extant,  but  from  what  is  known  in 
other  ways  it  does  not  seem  probable  that  the  sum  of 
his  productions  in  portraiture  ever  exceeded  one  quarter 
of  this  total.     Half  his  painting  hours  were  given  to 
landscape,  and  there  is  no  evidence  of  any  such  rush  of 
sitters,  especially  after  he  settled  in  Schomberg  House, 
as  that  which  nearly  overwhelmed  his  two  contemporaries. 
Accordingly  it  is  a  task  of  ever-increasing  difficulty  to 
find  such  Gainsborough  portraits  as  the  "  Lady  Gideon,'* 
or  as  those  three  others  whose  blue  dresses  rival,  in  sheer 
quality  of  painting,  the  "  Blue  Boy  "  himself.    Of  the 
most  famous  of  all,  the  "  Duchess  of  Devonshire,"  we 
say  so  much  below  that  it  is  not  necessary  here  to  add 
anything,  except  that,  although  the  strange  adventures  of 
the  picture  have  made  it  more  popular,  they  add  nothing 
to,  and  subtract  nothing  from,  its  merits  as  a  work  of  art. 
The  true  student  of  Gainsborough  will  judge  it  by  a 
comparison  with  the  "  Miss  Evans "  and  the  "  Mrs. 
Tennant,"  and  will  discover  with  increasing  interest  how 
fully  it  stands  the  test.    Not  only  in  the  free  and  flowing 
treatment  of  the  dress,  but  in  the  solid  painting  of  the 
face  (in  which  the  old  thread-like  cracks  are  visible),  the 
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"  Duchess  "  proves  her  claim  to  the  most  unquestioned 
acceptance.  Of  the  whole  group  we  may  say  that  they 
fairly  represent  the  master  in  his  qualities  and  defects, 
and  that  they  justify  the  opinion,  which  is  continually 
gaining  ground,  that  in  Gainsborough  we  have  the 
greatest  artist^  the  man  most  instinct  with  genius,  of  the 
whole  English  school  of  the  eighteenth  century.  This 
we  can  admit  without  in  the  least  disparaging  the 
commanding  force,  the  serene  and  god-like  superiority, 
and  the  wide  range  of  Sir  Joshua,  or  Romney's  power  of 
design  and  exquisite  sense  of  human  beauty.  These 
may  be  freely  admitted ;  but  none  the  less  Gainsborough 
has  qualities  even  more  essential,  which  place  him  apart 
from  both  of  them  and,  in  a  sense,  above  them.  The 
point  has  never  been  better  expressed  than  by  the  latest 
and  best  of  his  biographers,  Sir  Walter  Armstrong,  in 
words  that  we  may  take  leave  to  quote  : — "  As  for  his  place 
in  the  general  hierarchy  of  art,  it  depends  entirely  on  his 
positive  qualities.  It  is  easy  to  see  his  defects.  It  is 
easy  to  point  out  that  his  ambition  was  narrow,  that  his 
culture  was  small,  that  his  faculty  for  taking  thought  was 
a  negative  quantity,  and  that  in  certain  matters  of 
equipment  he  has  been  surpassed  by  many  unimportant 
people.  But  his  art  was  all  art.  It  was  the  pure, 
spontaneous  expression  of  personality  into  which  no 
anti-artistic  leaven  had  been  mixed.  In  his  finest 
portraits  of  women  he  reached  a  height  approached  by 
no  one  else.  The  '  Mrs.  Sheridan,'  the  '  Mrs.  Siddons,' 
the  'Mrs.  Mears,'  the  'Mr.  and  Mrs.  Hallett,'  the 
^  Mrs.  Norton,'  the  *  Mrs.  Robinson,'  the  '  Mrs.  Graham  ' 
— I  might  go  on  for  half  a  page — are  delicious  melodies 
in  colour,  miracles  of  distinction,  records  of  beauty  that 
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living  woman  cannot  herself  surpass.  No  other  painter 
has  so  dazzled  us  with  means  so  slight  ....  He  saw 
deeper,  combined  with  more  felicity,  and  realised  with  a 
lighter  hand  than  anyone  else.  His  finest  things  embody 
an  exquisite  thought  with  a  perfection  denied  to  Reynolds, 
denied  to  Romney,  denied  even  to  those  great  men  of 
the  seventeenth  century  with  whom  he  may  be  most 
fitly  measured.  His  glory  lies  between  himself  and  his 
country.  His  inspiration  came  from  the  beauty  by  which 
he  was  surrounded,  and  his  success  from  an  artistic  gift 
of  remarkable  vigour  and  of  a  purity  which  has  been 
seldom  equalled  and  never  surpassed."* 

The  Turners,  the  famous  "White  Horse"  of  Constable, 
and  the  various  portraits,  from  the  Romneys  to  the 
group  by  Russell,  might  be  left  to  tell  their  own  story  : 
but  two  or  three  of  them  suggest  some  comment.  While 
this  Introduction  has  been  passing  through  the  press, 
some  noteworthy  additions  have  been  made  to  this  part 
of  the  collection.  It  has  been  enriched  by  a  full-length 
Romney,  by  two  Raeburns,  by  a  pair  of  fancy  portraits 
from  the  hand  of  that  very  sensuous  clerical  R.A.,  the 
Rev.  William  Peters,  and  by  what  is  by  common  consent 
the  most  attractive  Lawrence  in  the  world.  The 
Romney,  a  portrait  of  Mrs.  Scott  Jackson,  belongs  to  a 
moment  in  the  painter's  career  when  he  kept  no  diaries, 
or  none  that  have  been  preserved,  so  that  we  have, 
unfortunately,  no  exact  record  of  its  date.  It  must, 
however,  like  several  other  well-known  pictures,  have 
been  painted  before  1775,  ^^^^  after  many  years  of 
practice  in  London  had  trained  him  in  draughtsmanship 
and  in  the  rendering  of  rich  textures.  The  drawing  of 
*    Gainsborough  and  his  Place  in  English  Art,"  p.  187. 
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the  right  arm  is  superb  ;  much  better,  in  fact,  than  the 
arms  and  hands  in  his  later  pictures,  when  he  was  so 
much  interested  in  other  aspects  of  a  work  of  art  that  he 
allowed  drawing  more  or  less  to  take  its  chance.  And 
the  lights  on  the  shot-silk  dress  rival  those  on  the  satins 
of  Van  Dyck.  The  two  Raeburns  go  far  to  justify  the 
modern  enthusiasm  for  this  painter,  who,  with  a  high 
but  wholly  Scottish  reputation  in  his  own  day,  passed 
into  the  background  for  sixty  years  or  more,  and  has  only 
lately  come  to  his  own — to  a  fame  that  is  universal. 
As  to  the  celebrated  "  Miss  Farren  of  Lawrence,  there 
is  little  need  to  speak.  The  print,  ascribed  to  Bartolozzi, 
a  masterpiece  of  its  kind,  kept  the  picture's  reputation 
alive  for  a  hundred  years,  and  in  1904  London  had  the 
opportunity  of  seeing  Lawrence's  work  itself  at  Burlington 
House.  The  brilliant  lad  was  but  twenty-one  when  he 
painted  the  adorable  actress  ;  and  thus,  as  an  example  of 
precocity,  the  picture  ranks  with  the  Dresden  altarpiece  of 
Correggio  and  the  "  Lorenzo  and  Isabella  "  of  Millais.  Let 
it  be  remembered  that  Velazquez  was  twenty-four,  and 
Rembrandt  twenty-six,  before  either  of  them  attempted  a 
full-length  portrait.  It  is  in  relation  to  this  picture  that 
we  have  what  I  believe  to  be  the  only  recorded  remark 
made  to  young  Lawrence  by  Edmund  Burke,  who,  as  we 
all  know,  was  an  intimate  friend  of  Sir  Joshua's.  Some 
people  found  fault  with  the  muff  and  cloak  ;  Lawrence 
was  annoyed  ;  and  Burke  calmed  him  with  the  words, 
"  Never  mind  what  little  critics  say,  for  painters' 
proprieties  are  always  best." 

With  reference  to  one  other  picture,  the  "Miss  Croker" 
of  Sir  Thomas  Lawrence,  we  may  pause  for  a  moment  to 
point  out  the  interesting  fact  that  the  fair  sitter,  who  was 
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painted  in  1827,  only  died  in  1906,  and  a  year  before 
her  death  was  kind  enough  to  send  a  signed  photograph 
to  the  new  owner  of  her  picture. 

There  is  one  remaining  English  picture  which  claims  a 
word,  because  it  is  only  now  that  the  controversy  of 
which  it  has  been  the  subject  has  been  set  at  rest.  My 
colleague,  to  whom  the  reader  owes  the  facts  brought 
together  in  the  catalogue  of  the  pictures,  hunting  about 
among  old  Lives  of  Morland  and  sale  catalogues  of  his 
works,  has  made  an  interesting  discovery  with  regard  to 
the   "Lady    Ironing,"    hitherto   attributed   to  Henry 
Morland,  the  father  of  a  distinguished  son.    When  the 
picture  came  up  for  sale  at  Christie's  in  1897,  under 
Henry  Morland's  name,  everybody  recognised  the  subject 
as  akin  to  that  of  the  picture,  now  in  the  National 
Gallery,  which  was  rudely  engraved  by  Philip  Dawe  more 
than  a  century  ago.    But  the  quality  far  surpassed  that 
of  the  picture  in  question,  or  that  of  any  other  known 
work  of  the  elder  Morland  ;    so   that   all   sorts  of 
impossible  theories  were  suggested  as  to  its  authorship. 
It  was  by  Romney,  it  was  even  by  Chardin,  or  by  any 
other  great  painter  whose  name  might  happen  to  occur  to 
some  ingenious  critic.    Then  Mr.  Roberts  looks  about 
him,  and  finds  in  the  catalogue  of  the  sale  of  the  George 
Morland  Gallery,  1 807  (which  was  reprinted  in  Hassall's 
"  Life  of  George  Morland an  entry  of  a  "  Woman 
Ironing,'*   as    follows : — "  The   admirers    of  [George] 
Morland  will  feel  a  particular  interest  in  this  portrait, 
commenced  by  his  father  and  finished  by  himself ^  Here, 
then,  is  a  solution  of  the  mystery,  the  answer  to  the 
question  how  a  subject  invented  by  so  flat  and  weak  a 
painter  as  Henry  Morland  can  have  been  treated  with 
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so  much  breadth,  tenderness,  and  brilliancy.  It  was  the 
son,  one  of  the  very  best  and  most  spontaneous  of  our 
painters  had  he  but  given  himself  a  chance,  who  took  up 
the  unfinished  canvas,  and  made  of  it  the  perfect  thing 
before  us,  worthy  to  hold  its  own  among  the 
masterpieces. 

HUMPHRY  WARD. 


EARLY  ENGLISH  SCHOOL. 
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JOHN   CONSTABLE,  R.A 

(1776—1837) 


Born  at  East  Bergholt,  Sulfblk,  June  11,  1776,  second  son  of 
Golding  Constable,  a  prosperous  miller,  owner  of  Flatford 
Mill,  a  water-mill  at  Dedham,  and  two  windmills  at  East 
Bergholt.  Young  Constable  received  encouragement  from 
Sir  George  Beaumont,  a  patron  of  the  fine  arts  and  himself 
an  amateur  artist ;  entered  the  Academy  School  in  1 799 ; 
first  exhibited  at  the  Royal  Academy,  1802;  three  of  his 
pictures  exhibited  at  the  Salon  in  Paris  in  1824  caused  much 
sensation,  and  the  French  King  awarded  the  artist  a  gold 
medal ;  elected  A.R.A.  in  1819,  and  R.A.  1829;  according 
to  Graves's  "  Dictionary  of  Artists  "  he  exhibited  between 
1802  and  1837  104  pictures  at  the  Royal  Academy,  32  at 
the  British  Institution,  and  one  at  the  Suffolk  Street  Galleries; 
lectured  on  "Landscape  Art  "  in  1833  and  1836.  Resided 
chiefly  at  Hampstead  from  1827  ;  died  suddenly  in  Charlotte 
Street,  Fitzroy  Square,  London,  April  i,  1837.  His  work 
is  well  represented  in  the  National  Gallery  and  in  the  South 
Kensington  Museum. 


A  Scene  on  the  River  Stour : 
"The  White  Horse."  c^X 

A  placid  representation  of  a  serene  grey  summer 
morning.  The  whole  of  the  foreground  is  occupied 
with  a  view  on  the  river  Stour :  on  the  extreme  left 
is  a  barge  being  punted  out  of  a  lock ;  in  the  barge 
is  a  white  horse,  from  which  circumstance  the 
picture  is  generally  known  as  "  Constable's  White 
Horse  "  ;  house  and  farm  buildings  among  trees  on 
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(1776-1837) 


A  Scene  on  the  River  Stour  : 
"The  White  Horse"  (Comnuea). 

the  opposite  side  of  the  river  ;  blue  sky  with  clouds. 
Canvas,  51  x  73. 

Signed  and  dated  at  lower  left-hand  side : 
Jo/in  Constabky  A.R.A.^  London^  f,  18 

History. — Purchased  from  the  exhibition  at  the  Royal 
Academy  by  the  artist's  friend,  Archdeacon  Fisher,  of 
Salisbury,  of  whom  it  was  bought  back  by  Constable  at 
the  price  originally  paid  for  it.  It  remained  in  the  artist's 
possession  until  his  death,  and  was  included  in  the  sale  of 
his  remaining  works  at  Foster  &  Sons,  54,  Pall  Mall, 
London,  May  15  and  16,  1838  ;  it  formed  lot  77  on  the 
second  day,  when  it  realised  150  gs.,  the  buyer  being 
Mr.  B.  Archer  Burton,  of  Woodlands,  Hants.  Sold  at 
Christie's,  name  of  owner  not  stated  (but  as  a  matter  of 
fact  it  was  the  above-mentioned  Mr.  B.  Archer  Burton), 
on  March  30,  1855,  lot  99,  when  it  was  purchased  by  Mr. 
Hodgson ;  it  was  included  in  the  late  Mr.  Richard 
Hemming's  sale,  April  28,  1894,  lot  84,  and  bought  by 
Messrs.  Agnew. 

Exhibited. — Royal  Academy,  1819,  No.  251,  as  "A 
Scene  on  the  River  Stour,"  priced  at  100  gs.,  exclusive  of 
frame  ;  British  Institution,  1825,  which  consisted  of  "the 
works  of  Living  British  Artists,  considered  by  each  con- 
tributor as  amongst  the  most  successful  efforts  of  the 
artist,"  No.  117  (Archdeacon  Fisher);  at  Lille,  1826 
(when  it  was  awarded  a  gold  medal) ;  Art  Treasures, 


JOHN  CONSTABLE,  R.A. 

(1776— 1837) 


A  Scene  on  the  River  Stour  : 
The  White  Horse  "  {Continued). 

Birmingham,  1857,  ^77  (Richard  Hemming,  Esq.)  ; 
and  Old  Masters,  1895,  No.  38  (Mr.  Pierpont  Morgan). 

Illustrations. — Engraved  in  mezzotint  by  David  Lucas, 
7 J  X  6 J,  Plate  12,  for  "English  Landscape  Scenery:  a 
series  of  Forty  Mezzotint  Engravings  on  steel  by  D.  Lucas 
from  Pictures  by  J.  Constable,"  1855,  "but  it  cannot  be 
regarded  as  one  of  his  [Lucas's]  happiest  efforts,  though 
the  great  reduction  in  scale  may,  perhaps,  be  in  part 
responsible  for  the  worried  look  of  the  mezzotint  "  (C.  J. 
Holmes,  Constable,"  1901,  p.  17);  another,  x  4J, 
for  "  John  Constable,"  by  George  M.  Brock-Arnold,  in 
the  Great  Artists  series  of  monographs,  188 1,  p.  82; 
illustrated  in  the  Paris  Exhibition  number  of  the  Art 
'Journal^  1900,  p.  204;  and,  from  a  proof  impression  of 
Lucas's  mezzotint,  in  the  1896  edition  of  Leslie's  "Life 
and  Letters  of  John  Constable,  R.A.,"  p.  92. 

Notes. — C.  R.  Leslie,  in  his  "Memoirs  of  the  Life  of 
John  Constable,  R.A.,"  edition  1845,  pp.  79 — 82,  refers 
at  length  to  this  picture;  e.g. — To  the  Academy  [of  18 19] 
he  sent  the  largest  and  most  important  work  he  had  yet 
produced,  "A  Scene  on  the  River  Stour,'*  afterwards 
called,  from  a  white  horse  in  a  barge  near  the  foreground, 
"  Constable's  White  Horse."  This  fine  landscape,  which 
was  too  large  to  remain  unnoticed,  attracted  more  attention 
than  anything  he  had  before  exhibited.  It  is  the  one 
mentioned  by  him  in  a  letter  to  Archdeacon  Fisher,  dated 
July  17:  The  price  I  put  on  my  large  landscape  is  one 
hundred  guineas,  exclusive  of  the  frame  ;  it  has  served  a 
good  apprenticeship  in  the  Academy,  and  I  shall  work  a 
great  deal  upon  it  before  it  goes  to  the  British  Gallery."  In 


JOHN  CONSTABLE,  R.A. 

(1776—1837) 


A  Scene  on  the  River  Stour : 
"  The  White  Horse  "  {Continued). 

November  of  the  same  year  (18 19)  Constable  was  elected 
an  A.R.A.,  and  one  of  the  first  to  congratulate  him  was 
his  old  friend  Archdeacon  Fisher.  Mr.  Fisher  did  not 
content  himself  with  praising  his  friend,  but  by  the  pur- 
chase of  "  The  White  Horse,"  while  he  manifested  his 
sincerity,  he  rendered  Constable  a  service  which  was, 
perhaps,  of  more  importance  to  him  at  that  crisis  of  his 
life  than  it  would  have  been  at  any  later  period.  Writing 
from  Salisbury,  on  April  27,  1820,  Fisher  says:  "*The 
White  Horse'  has  arrived  safe  \  it  is  hung  on  a  level  with 
the  eye,  the  frame  resting  on  the  ogee  moulding  in  a 
western  side  light,  right  for  the  light  in  the  picture.  It 
looks  magnificently."  ....  In  a  letter  from  Constable 
to  Fisher,  January  14,  1826,  the  artist  writes:  "'The 
White  Horse '  did  me  great  credit  at  Lille.  I  am  hon- 
ourably mentioned  in  the  final  discourse  of  the  Prefect, 
and  a  gold  medal  was  voted  to  me,  which  I  received 
yesterday."  "  The  White  Horse,"  on  many  accounts  the 
most  important  picture  to  Constable  he  ever  painted,  and 
certainly  one  of  the  finest,  is  now  in  the  possession  of 
B.  Archer  Burton,  Esq.,  of  The  Woodlands,  Hants. 
"  Nobody  ever  painted  with  more  truth  the  finest  English 
summer  weather  as  in  '  The  White  Horse ' "  (C.  R. 
Leslie,  "  Handbook  for  Young  Painters,"  p.  277).  In  a 
letter  written  at  a  late  period  of  the  painter's  life  to  Miss 
Gubbins,  a  lady  related  to  Mr.  Archer  Burton  and  to 
Constable,  he  calls  this  picture  "  one  of  my  happiest  efforts 
on  a  large  scale."  Sir  Martin  R.  Shee,  P.R.A.,  considered 
this  picture  to  be  Constable's  masterpiece. 

Apparently  another  version  of  the  finished  picture  was 
exhibited  at  the  Old  Masters  in  1872,  No.  18,  under  the 
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A  Scene  on  the  River  Stour  : 
"  The  White  Horse  "  {ContinuedY 

title  of  "The  White  Horse,"  49  X  yoj,  by  Mr.  J. 
Pender,  but  it  was  not  included  in  the  Pender  sale  of 

1897. 

There  is  a  small  finished  study  for  this  work  in  the 
Boston  Museum,  Mass.  A  fine  oil  sketch  for  this  picture, 
without  the  horse  and  barge,  is  in  the  possession  of  Mr. 
Alexander  Young,  and  is  reproduced  as  a  full-page  plate 
in  C.  J.  Holmes's  "  Constable  and  his  Influence  on  Land- 
scape Painting/'  1902,  facing  p.  88:  this  is  presumably 
from  the  C.  B.  Constable  sale  of  June  23,  1894,  lot  110, 
"  A  study  for  the  picture  of  the  *  White  Horse,'  Flatford." 


RICHARD   COSWAY,  R.A. 


(1740 — 1821) 

Born  at  Tiverton,  Devonshire,  in  1 740,  the  son  of  a  school- 
master ;  studied  art  in  London  under  Thomas  Hudson  and 
William  Shipley :  obtained  a  premium  of  five  guineas  at  the 
Society  of  Arts  in  1757,  and  other  premiums  in  1758,  1759 
and  1760  ;  in  1766  he  became  a  member  of  the  Incorporated 
Society  of  Artists,  and  three  years  later  a  student  at  the 
Royal  Academy,  of  which  he  was  elected  an  Associate  in 
1770  and  a  full  member  in  1771.  He  exhibited  pictures  in 
oils  and  miniatures  at  the  Royal  Academy  from  1770  to 
1806;  in  1785  he  was  appointed  "Principal  Painter  to 
H.R.H.  the  Prince  of  Wales,"  and  is  said  to  have  received 
1 0,000  in  one  year  from  his  Royal  patron  ;  died  at 
Edgware,  July  4,  1821,  and  buried  in  a  vault  at  Marylebone 
Church,  where  a  monument  by  Richard  Westmacott  is 
erected  to  his  memory. 


Maria  Cecilia  Louisa  Cosway 

The  artist;  born  in  1759,  at  Florence,  her  father,  whose 
name  was  Hadfield,  being  an  hotel-keeper  at  Leghorn. 
From  her  earliest  childhood  Maria  Hadfield  showed  artistic 
talents,  and  when  quite  young  won  a  silver  medal  for  her 
accomplishments  in  this  direction  ;  elected  a  member  of  the 
Academy  of  Fine  Arts  in  Florence  in  1778.  After  the 
death  of  her  father,  in  1778-9  she  came,  on  the  advice  of 
her  friend  Angelica  KaufFmann,  R.A.,  to  London;  married 
Richard  Cosway,  R.A.,  on  January  18,  1781,  and  travelled 
a  good  deal  on  the  Continent  with  and  without  her 
husband;  she  exhibited  at  the  Royal  Academy  from  1781 
to  1 80 1  (from  1790  to  1795  and  from  1797  to  1799  she  was 
not  represented  there),  her  pastels  and  other  works  enjoying 
a  considerable  popularity.  On  the  death,  in  1 821,  of  her 
husband  she  retired  to  Italy,  settling  at  Lodi,  where  she 
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Maria  Cecilia  Louisa  Cosway  {Continued). 

endowed  a  convent,  and  for  her  work  in  connection  with 
which  the  Emperor  Francis  I.  created  her  a  Baroness.  She 
died  at  Lodi  in  1838,  and  was  buried  in  the  chapel  of  the 
convent,  where  there  are  still  preserved  many  interesting 
memorials  of  her. 

Small  whole-length  figure  seated  in  a  garden  leaning 
against  a  balcony,  looking  at  spectator  full- face ; 
greenish-white  low  dress,  large  broad-brimmed  hat 
with  broad  band  of  blue  ribbon  and  trimmed  with  a 
bunch  of  ostrich  feathers  ;  hands  folded  in  lap  ;  an 
inclining  trunk  of  tree  to  right.  Pencil  and  chalk 
drawing  on  paper  8  J  x  6. 

This  drawing  was  taken  by  Mrs.  Cosway  to  Italy,  and 
was  part  of  her  property  up  to  the  time  of  her  death. 

Engraved  in  stipple  by  F.  Bartolozzi,  9J  x  6J, 
January  29,  1785,  and  copied  in  G.  C.  Williamson's 
"  Richard  Cosway,  R.A.,  and  his  Wife  and  Pupils," 
1897,  facing  p.  12. 

Reference. — F.  B.  Daniell's  "  The  Engraved  Works  of 
Richard  Cosway,  R.A.,  1890,  No.  34  (p.  9),  where  there 
is  the  following  interesting  note  which  refers  to  the 
engraving  by  Bartolozzi : — "  There  is  a  very  carefully- 
executed  copy  of  the  above  (published  in  Paris),  with  the 
words  '  Maria  Cosway,  peint  par  elle-meme,'  engraved  on 
the  trunk  of  the  tree ;  another  and  inferior  copy  (published 
in  Venice)  also  has  an  inscription  ascribing  the  original  to 
her.    I  have  also  seen  a  small  etching  from  the  same 
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Maria  Cecilia  Louisa  Cos  way  {Continued). 

design,  but  representing  her  as  engaged  in  playing  upon 
a  kind  of  portable  harpsichord  which  rests  upon  her 
knees.  A  miniature  of  the  head  only,  in  the  possession 
of  E.  Joseph,  Esq.,  was  exhibited  at  the  Burlington  Fine 
Arts  Club,  1889." 

Note. — Mrs.  Cosway  utilised  this  charming  portrait  of 
herself  on  the  silk  mount  of  a  fan  which  for  long 
remained  her  own  property.  This  fan  contained  not  only 
her  own  portrait  but  also  those  of  her  husband  and  child, 
all  three  painted  by  Mrs.  Cosway.  It  was  sold  at 
Christie's  on  April  30,  1907,  lot  94. 


JOHN  CROME  (^^Old  Crome'') 

(1768— 1821) 


Born  in  a  small  public-house  in  the  parish  of  St.  George's, 
Tombland,  Norwich,  on  Dec.  22,  1768  ;  began  to  earn  his 
livelihood  at  the  age  of  twelve  as  an  errand-boy  to  Dr.  Rigby 
of  Norwich;  in  1783  apprenticed  himself  for  seven  years  to 
a  house  and  sign  painter  named  Whisler,  residing  in  his 
native  city ;  was  encouraged  in  his  art  studies  by  W. 
Beechey  and  Mr.  Harvey,  of  Catton,  who  allowed  him  to 
copy  from  his  collection  of  Dutch  and  Flemish  pictures ; 
worked  chiefly  in  Norfolk,  but  travelled  and  sketched  at  the 
English  Lakes,  and  in  France  and  Belgium,  in  18 14;  first 
exhibited  at  the  Royal  Academy  in  1806,  and  from  this  year 
to  1824,  thirteen  of  his  works  were  hung  at  the  Academy, 
and  six  at  the  British  Institution.  He  founded  the  Norwich 
Society  of  Artists,  of  which  the  first  exhibition  was  held  in 
1805,  to  which  he  contributed  23  works  ;  died  at  Norwich 
April  22,  1 82 1.  An  exhibition  of  his  pictures,  iii  in  all, 
was  held  at  Norwich  soon  after  his  death,  and  a  series  of  27 
works  by  him  were  at  the  Old  Masters  in  1878. 


Landscape  and  Cottage, 
near  Norwich. 

View  on  the  edge  of  a  wood :  to  right  a  thatched 
cottage  with  a  clump  of  trees  at  back;  in  the  door- 
way is  seen  a  peasant  woman  in  white,  shaking 
hands  with  a  man  in  blue  coat  and  breeches  and 
white  stockings  ;  to  left  the  edge  of  a  forest,  at  an 
opening  of  which  two  labourers  are  conversing  ;  the 
immediate  forepart  of  the  picture  is  taken  up  by  a 
wide  ditch  or  pool  filled  with  bog-plants  ;  in  the 
distance  is  seen  the  spire  of  a  church.  Canvas, 
14x21. 

c  2 


JOHN    DOWNMAN,  A.R.A 


(1750—1824) 

A  native  of  Devonshire,  according  to  most  authorities ; 
studied  art  under  Benjamin  West,  P.R.A.,  and  from  1769 
in  the  Royal  Academy  Schools  ;  exhibited  at  the  Free  Society 
of  Artists,  and  at  the  Royal  Academy  from  1768  to  18 19; 
elected  an  A.R.A.  in  1795;  lived  and  practised  his  art  at 
various  places,  including  Plymouth,  Exeter,  Chester,  London, 
and  at  Wrexham,  where  he  died  on  December  24,  1824, 
leaving  a  large  collection  of  his  paintings  and  drawings  to  his 
only  daughter.  Although  he  painted  many  subject  pictures 
in  oils,  he  is  now  chiefly  esteemed  for  his  graceful  and 
charming  portraits  in  pencil  and  colour,  upon  nearly  all  of 
which,  as  is  the  case  with  each  of  the  examples  described 
on  this  and  the  succeeding  pages,  he  made  pencil  notes 
concerning  the  sitter. 

Miss  Fanny  Andrews, 

Half  figure  to  below  waist,  directed  to  front  and 
looking  upwards  to  right  ;  in  classical  low  white 
dress,  with  short  sleeves,  bound  at  waist  with  thick 
rope-like  band  with  tassels  ;  hair  falling  in  dis- 
hevelled masses  at  neck  and  shoulders,  left  arm 
hanging  down,  right  hand  loosely  holding  tresses  of 
hair.    Pencil  drawing  on  paper,  8|-  x  7. 

Inscribed  in  the  artist's  autograph :  "  A^iss  Fanny  Andrews^ 
1794.  A  study  for  the  picture  of  Fancy  in  Dr.  Downmans 
'  Poem  of  the  Land  of  the  MuseSy  as  added  to  Spenser^ s 
'  Fairy  ^4een*     She  was  niece  to  Mrs.  Downman  and 

cousin  to  Lord  Courtenayr 


Note. — This  is  probably  the  drawing  which  Dowiimaji 
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Miss  Fanny  Andrews  {Continued), 

exhibited  at  the  Royal  Academy  in  1802,  No.  170,  as 
"  Fancy — From  the  Land  of  the  Muses,"  although  this 
would  place  it  eight  years  later  than  the  date  which 
Downman  has  written  on  the  drawing  itself.  In  the 
Royal  Academy  Catalogue  an  asterisk  against  the  entry 
indicated  that  the  drawing  was  for  sale. 


JOHN    DOWNMAN,  A.R.A. 

(1750— 1824) 


Beatrice  Cenci. 

Daughter  of  Francesco  Cenci,  a  Roman  nobleman  of  great 
wealth.  She  is  said  to  have  conspired  with  her  step-mother 
to  murder  her  father,  and  was  put  to  death  on  September  10, 
1599.  Shelley  has  embodied  the  once  generally-accepted 
story  of  her  career  in  his  tragedy  entitled  "  The  Cenci "  ; 
but  Berlotti's  investigations  have  deprived  the  story  of  much 
of  its  sordid  romance.  Downman's  portrait  is  obviously 
derived  from  "  the  sweet  and  mournful  picture  in  the 
Barberini  Palace  in  Rome,"  said  to  represent  Beatrice  Cenci, 
and  ascribed  to  Guido  Reni ;  but  here  again  facts  do  not 
accord  with  legend,  for  this  picture  "  cannot  possibly  be  a 
portrait  of  Beatrice  by  Guido,  who  never  painted  in  Rome 
till  some  nine  years  after  her  death." 

Half  figure  to  below  waist,  directed  to  left  ;  head 
turned  and  looking  at  spectator  nearly  full  face  ; 
light  dress  with  purplish  waistband ;  head  bound 
with  white  turban,  hair  falling  in  ringlets  over 
neck  and  shoulders.  Pencil  drawing  on  paper, 
H  X  6|. 

Signed  on  the  right,  opposite  neck,  and  dated  : 
J''.  Downman,  ^79^- 

Note. — This  subject  was  dealt  with  by  Downman  more 
than  once,  for  at  the  Royal  Academy  of  1785  he  ex- 
hibited (No.  467)  "A  head  of  Cenci,  who  was  innocently 
burnt  alive." 
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Mrs.  Crewe. 

Frances  Anne,  only  daughter  of  Fulke  Greville,  Esq.,  of 
Wilbury,  grandson  of  Fulke  5th  Lord  Brooke ;  born  in 
1744;  married,  in  1766,  John  Crewe,  Esq.,  of  Crewe  Hall, 
Cheshire,  who  was  created  Baron  Crewe  on  February  25, 
1806;  died  on  December  23,  18 18. 

Half  figure,  seated,  directed  to  front  and  looking  to 
left,  face  seen  in  profile  only  ;  white  loose  dress,  hair 
dressed  high,  holding  crayon  in  uplifted  right  hand. 
Pencil  drawing  on  paper,  10^  x  7^. 

Signed  and  dated :  J\  Downman^  i8ig.  On  the 
paper  is  written  in  Downman's  autograph  : 

^''Sketched  from  my  study  of  Mrs,  Crewe  done  in  1777.  / 
went  with  the  Bishop  of  Peterborough  for  a  few  days  to  a 
seat  of  Mr,  Crewe's  near  Cambridge.  Present  also  Govr. 
Johnson  \_?  Johnstonel  and  his  little  boy^  and  Sir  Samuel 
Glynny  and  Sir  Henry  Featherstone  [i.e..  Sir  Henry 
Fetherstonhaugh,  Bart.],  who  sang  in  the  voice  of  a  lady. 
Mrs,  Crewe  became  Right  Honourable  by  her  husband^s 
creation  to  Lord  Crewe  of  Crewe  Haliy 

Note. — Mrs.  Crewe  was  one  of  the  most  beautiful  women 
of  her  day,  and  her  political  zeal  on  behalf  of  the  Whigs 
is  a  matter  of  history.  At  a  dinner  at  her  house  to 
celebrate  the  election  of  Fox  for  Westminster  in  1784, 
the  Prince  of  Wales  gave  the  toast,  "  Buff  and  blue  and 
Mrs.  Crewe,'*  to  which  she  replied,  "  BufF  and  blue  and 
all  of  you."  She  was  painted  more  than  once  by  Sir 
Joshua  Reynolds  and  by  Romney  (whose  portrait  of  her 
was  never  finished). 


JOHN    DOWNMAN,  A.R.A 

(1750— 1824) 


Miss  Florence  Fitzdonald. 

Half-figure  nearly  to  waist,  in  a  landscape,  directed 
and  looking  to  left,  three-quarter  face  ;  in  purplish 
low  dress  with  black  spots,  with  white  trimming  at 
neck  and  wrists  ;  long  brown  curly  hair  flowing 
over  neck  and  shoulders,  with  double-row  of  pearls 
arranged  round  forehead  and  back  of  head  ;  left  arm 
bent,  with  hand  upraised  and  the  index  finger 
extended  as  if  reproving  some  one.  In  an  oval, 
pencil  drawing  on  paper,  8^  x  7. 

Signed   on   the  left,  close    to   uplifted    arm : 
Downman.    On  the  paper  is  written  in  the 
artist's  autograph : 

*^Miss  Florence  Fitzdonald^  daughter  to  the  Duke  of  D  
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THOMAS  GAINSBOROUGH, 

R.A. 

(1727— 1788) 

Born  at  Sudbury,  Suffolk,  and  baptized  at  the  Independent 
Meeting  House,  Sudbury,  May  14,  1727,  youngest  son  of 
John  Gainsborough,  a  wool-manufacturer,  or  clothier : 
studied  etching  under  Gravelot  in  London  in  1741,  and  for 
three  years  worked  at  the  St.  Martin's  Lane  Academy  under 
Francis  Hayman  ;  returned  to  Sudbury  in  1745  and  set  up 
as  a  portrait  painter;  lived  at  Ipswich  from  1746  till  1760  ; 
elected  an  original  member  of  the  Royal  Academy  1768, 
to  which  he  contributed  96  pictures  up  to  1783  ;  resided  at 
Bath,  and  painted  a  number  of  portraits  of  distinguished 
people,  1760-74,  during  which  period  he  contributed  18 
pictures  to  the  Society  of  Artists,  in  London  ;  settled  in 
London  in  the  summer  of  1774  ;  quarrelled  with  the  Royal 
Academy  1784J  painted  George  III.  eight  times,  Pitt  seven 
times,  Garrick  five  times,  and  his  sitters  included  many  of 
the  most  eminent  men  and  women  of  the  day,  notably  Lord 
Camden,  Sterne,  Richardson,  Clive,  Burke,  Sheridan,  Quin, 
Mrs.  Siddons,  Mrs.  Robinson,  and  Mrs.  Sheridan.  Died 
August  2,  1788. 


The  Duchess  of  Devonshire. 

Georgiana,  eldest  child  of  John,  ist  Earl  Spencer,  by 
Georgiana,  daughter  of  Stephen  Poyntz,  Esq.,  of  Midgeham 
House,  Berks;  born  on  June  7,  IJSJ'}  married,  as  his  first 
wife,  William,  5th  Duke  of  Devonshire,  on  June  5,  1774  ; 
died  on  March  30,  1806. 

Seen  to  knees,  directed  to  right,  head  slightly  turned 
and  looking  at  the  spectator;  creamy  white  dress, 
white  muslin  fichu,  long  blue  sash  around  waist ;  arms 
lightly  folded,  right  hand  (which  is  not  seen)  holding 
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(1727-1788) 


The  Duchess  of  Devonshire  {Continued), 

a  fully-opened  pinkish-red  rose,  left  hand  holding 
a  rosy-tipped  bud  plucked  from  the  same  tree  ; 
long  curly  hair  powdered  and  falling  in  ringlets 
over  shoulders  and  neck  ;  large  black- velvet  broad- 
brimmed  hat,  with  a  bunch  of  black  feathers,  and 
bound  with  a  creamy  white  band ;  fresh  complexion, 
smiling  rosy  lips,  and  brownish  eyes  ;  background 
of  trees  on  either  side.    Canvas,  42f  x  32. 

The  contemporary  references  to  this  Queen  of 
Society  are  so  numerous  that  a  whole  volume  might 
be  easily  filled  with  extracts  alone.  Wraxall  has 
bequeathed  a  delightful  pen-portrait.  He  says  : 
"  The  personal  charms  of  the  Duchess  of  Devon- 
shire constituted  her  smallest  pretensions  to  uni- 
versal admiration  ;  nor  did  her  beauty  consist,  like 
that  of  the  Gunnings,  in  regularity  of  features  and 
faultless  formation  of  limbs  and  shape  ;  it  lay  in  the 
amenity  and  graces  of  her  deportment,  in  her  irre- 
sistible manners,  and  the  seduction  of  her  society. 
Her  hair  was  not  without  a  tinge  of  red  ;  and  her 
face,  though  pleasing,  yet,  had  it  not  been  illumi- 
nated by  her  mind,  might  have  been  considered  an 

ordinary  countenance  In  addition  to  the 

external  advantages  she  had  received  from  nature 
and  fortune,  she  possessed  an  ardent  temper,  sus- 
ceptible of  deep  as  well  as  strong  impressions  ;  a 
cultivated  understanding,  illumined  by  a  taste  for 
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poetry  and  the  fine  arts ;  much  sensibility,  not 
exempt,  perhaps,  from  vanity  and  coquetry.  To 
her  mother,  the  Dowager  Countess  Spencer,  she 
was  attached  with  more  than  common  filial  affec- 
tion." Horace  Walpole,  writing  to  the  Countess  of 
Ossory  on  Feb.  i,  1775,  ^^7^  •  "  i-ast  night  I  was  at 
a  ball  at  the  Lady's  Club.  It  was  all  goddesses, 
instead  of  being  a  resurrection  of  dancing  matrons, 
as  usual.  The  Duchess  of  Devonshire  [who  was 
then  eighteen  years  of  age]  effaces  all  without  being 
a  beauty,  but  her  youth,  figure,  flowing  good  nature, 
sense,  and  lively  modesty  and  modest  familiarity 
make  her  a  phenomenon."  In  1784  she  took,  with 
her  sister.  Lady  Duncannon,  an  active  part  in  secur- 
ing the  election  of  Charles  James  Fox  for  West- 
minster, and  is  stated  to  have  given  a  butcher  a  kiss 
as  the  price  of  his  vote.  An  Irish  elector  is  said  to 
have  exclaimed,  "  I  could  light  my  pipe  at  her 
eyes!"  Writing  on  May  29,  1783,  Walpole 
again  refers  to  her :  The  Duchess  of  Devon- 
shire, the  empress  of  fashion,  is  no  beauty  at  all. 
She  was  a  very  fine  woman,  with  all  the  freshness 
of  youth  and  health,  but  verges  fast  to  a  coarse- 
ness." It  is  impossible  to  do  more  than  allude 
to  the  caricatures  by  Rowlandson  and  others  of  his 
day,  or  to  the  innumerable  poetical  and  other  satires, 
some  scurrilous  and  some  the  reverse,  which  were 
published  whilst  the  Duchess  was  at  the  height  of 
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her  fame.  We  cannot  resist,  however,  quoting  some 
lines  written  by  Dr.  Wolcott  ("Peter  Pindar"), 
from  a  pathetic  "  Petition  to  Time  in  favour  of  the 
Duchess  of  Devonshire  "  : — 

"  Hurt  not  the  form  that  all  admire — 

Oh,  never  with  white  hairs  her  temple  sprinkle — 

Oh,  sacred  be  her  cheek,  her  lip,  her  bloom. 

And  do  not,  in  a  lovely  dimple's  room, 
Place  a  hard  mortifying  wrinkle. 

Know,  shouldst  thou  bid  the  beauteous  Duchess  fade, 
Thou,  therefore,  must  thy  own  delights  invade  ; 
And  know,  'twill  be  a  long,  long  while 
Before  thou  giv'st  her  equal  to  our  isle — 
Then  do  not  with  this  sweet  ckef-d'ceuvre  part, 
But  keep,  to  show  the  triumph  of  thy  art." 

To  simplify  and  systematise  the  mass  of  docu- 
ments in  connection  with  this  portrait,  our  notes 
have  been  arranged  in  the  following  order  : — 

1 .  The  Identity  of  the  Portrait. 

2.  Drawings  for  the  Picture. 

3.  History  of  the  Picture  before  the  Sale. 

4.  The  Sale. 

5.  The  Robbery  and  the  Thieves. 

6.  The  Return  of  the  Duchess. 

The  Identity  of  the  Portrait. — This  portrait  of  the 
beautiful  Duchess  of  Devonshire  may  without  exaggera- 
tion be  described  as  the  most  famous  picture  in  the  world. 
The  material  in  connection  with  it  is  so  voluminous  that 
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it  would  be  a  less  difficult  task  to  fill  a  goodly-sized 
volume  than  to  compress  it  within  the  space  of  a  few 
pages.  Its  world-wide  fame  is  largely  due  to  the  circum- 
stances of  its  having  been  stolen  from  Messrs.  Agnew's 
Galleries  in  1876,  and  its  almost  dramatic  recovery  in 
1 90 1,  to  which  full  reference  will  presently  be  made.  We 
may  first  of  all  deal  with  the  identity  of  the  lady  in  the 
picture  and  with  the  date  of  its  execution.  It  does  not 
bear  a  very  striking  resemblance  to  any  of  the  known 
portraits  of  Georgiana  Duchess  of  Devonshire,  but  these 
were  chiefly  executed  some  years  before  Gainsborough 
could  have  painted  this  portrait.  The  hat  helps  us  to 
arrive  at  an  approximate  estimate  of  the  date  of  the 
picture.  This  large  wheel-shaped  hat  with  plumes  is  said 
to  have  been  invented  by  Mile.  Bertin,  the  celebrated 
mantua-maker  to  Marie  Antoinette ;  it  did  not,  however, 
suit  the  Queen,  but  it  took  the  fancy  of  the  Princess  de 
Lamballe,  who  wore  it,  and  after  whom  it  was  named. 
It  quickly  became  popular  in  Paris  and  was  soon  brought 
over  to  England.  One  of  the  many  newspaper  articles 
written  at  the  time  of  the  recovery  of  the  portrait  in  190 1 
states  that  in  the  Ladies^  Magazine  for  1785  there  is  a 
description  of  this  hat,  the  writer  describing  it  as  "  wide- 
brimmed,  and  made  of  black  velvet,  surmounted  with 
bunches  of  ostrich  feathers.  It  is  much  patronised  by  the 
Princess  de  Lamballe,  the  Duchess  de  Polignac,  and 
Madame  Vigier  [i/r]  Lebrun."  Attempts  to  verify  this 
quotation  have  failed,  but  it  is  substantially  accurate. 
The  last-named,  Madame  Vigee  Le  Brun,  in  one  of  her 
portraits  of  herself,  is  seen  wearing  one  of  these  hats, 
which  appears  (in  various  slightly  modified  forms)  in  many 
portraits  of  the  period  :  a  portrait  of  the  Duchesse  de 
Polignac,  with  this  hat,  is  reproduced  in  Montefiore's 
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monograph,  "The  Princesse  de  Lamballe,"  1896,  facing 
p.  57.  A  wretchedly  engraved  portrait  of  the  Duchess  of 
Devonshire  herself,  without  name  of  the  artist,  was  pub- 
lished in  the  European  Magazine  of  May,  1787,  in  which 
she  is  shown  wearing  a  large  hat  with  feathers.  The 
Gainsborough  hat  was  frequently  painted  by  the  artist  ;  it 
is  seen,  for  instance,  in  the  splendid  portrait  of  Mrs. 
Siddons  in  the  National  Gallery ;  in  the  picture  of  Mrs. 
Hallet  in  "  Squire  Hallet  and  his  Wife,"  recently  en- 
graved ;  and  other  instances,  all  slightly  differing  in 
details,  but  agreeing  in  general  effect,  might  be  quoted. 
Variations  of  the  hat  are  to  be  found  also  in  more  than 
one  of  Romney's  portraits  of  the  period ;  and  in  the 
"Promenade  du  Jardin  du  Palais  Royal,"  1787,  by 
Philibert  Louis  de  Bucourt,  of  which  the  engraving  is  well 
known  to  collectors,  the  same  hat  is  seen  in  various  forms. 
So  much,  then,  for  the  date  of  the  picture. 

A  few  years  after  her  marriage  the  Duchess  became  some- 
what stout,  and  was  no  longer  the  tall  and  slim  beauty  as 
seen  in  the  portrait  of  her  which  Gainsborough  painted  soon 
after  her  marriage  and  exhibited  at  the  Royal  Academy  of 
1778.  The  Attic  Miscellany  of  1 791  described  the  person 
of  the  Duchess  as  "  rather  ample,"  and  some  years  before 
the  fact  that  she  "  was  putting  on  flesh  "  was  commented 
on  by  more  than  one  writer.  The  picture  before  us  is 
distinctly  that  of  a  "rather  ample"  lady.  Neither  the 
Gainsborough  hat  nor  the  "ample"  proportions  can  be 
taken  as  proof  that  the  picture  is  a  portrait  of  the  famous 
Duchess  of  Devonshire.  A  fact  which  we  think  may  be 
taken  as  conclusive  is  this :  the  Clifden  sketch  for  the 
picture  has  always  been  known  in  the  family  as  representing 
Georgiana  Duchess  of  Devonshire,  and  it  was  exhibited  as 
such  at  South  Kensington  in  1867,  long  before  the  Wynn 
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Ellis  picture  became  famous.  This  is  simply  one  of  the 
many  instances  in  which  two  portraits  of  one  individual, 
painted  by  the  same  artist  after  a  lapse  of  a  decade,  may  be 
made,  quite  unconsciously,  to  appear  as  two  totally  distinct 
personages.  The  change  is  not  so  much  in  the  sitter, 
perhaps,  as  in  the  artist,  who  may  have  effected  a  revolution 
in  his  style,  or  whose  views  may  have  undergone  a  very 
considerable  change.  It  has  been  contended  that  the  face 
of  this  portrait  was  not  painted  by  Gainsborough,  that  the 
solid  surface  of  flesh  could  not  have  been  painted  by  the 
master.  "The  answer"  (says  a  writer  in  The  Times  of 
Nov.  13,  1901)  "is  that  it  is  an  experiment  in  solid 
painting;  but  look  (i)  at  the  delicate  cracks;  (2)  at  the 
eyes ;  (3)  at  the  marks  of  the  sable  brush  (not  hog's 
bristle)  at  the  end  of  the  nose  and  at  the  turn  of  the  chin, 
and  you  see  the  unmistakable  handling  of  Gainsborough." 

Drawings  for  the  Picture. — Not  the  least  remarkable 
fact  in  connection  with  this  work  is  that  there  are  in 
existence  four  distinct,  and  in  each  case  conclusive, 
drawings  by  Gainsborough  for  this  picture.  Allan 
Cunningham,  in  his  chapter  on  Gainsborough  published 
in  1829,  says:  "Amongst  those  who  sat  to  him  was  the 
Duchess  of  Devonshire — then  in  the  bloom  of  youth,  at 
once  the  loveliest  of  the  lovely  and  the  gayest  of  the  gay. 
But  her  dazzling  beauty,  and  the  sense  which  he  enter- 
tained of  the  charm  of  her  looks,  and  her  conversation, 
took  away  that  readiness  of  hand  and  hasty  happiness  of 
touch  which  belonged  to  him  in  his  ordinary  moments. 
The  portrait  was  so  little  to  his  satisfaction  that  he  refused 
to  send  it  to  Chatsworth.  Drawing  his  wet  pencil  across  a 
mouth  which  all  who  saw  it  thought  exquisitely  lovely,  he 
said,  '  Her  Grace  is  too  hard  for  me ! '     The  picture  was, 
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I  believe,  destroyed.  Among  his  papers  were  found  two 
sketches  of  the  Duchess — both  exquisitely  graceful.  .  .  . 
His  sketches  of  ladies  are  the  finest  things  I  have  ever  seen. 
The  Duchess  of  Devonshire  shows  herself  in  side  view  and 
in  front ;  she  seems  to  move  and  breathe  among  the  groves 
of  Chatsworth  "  ("British  Painters,"  1829,  vol.  i.,  pp.  335 
and  344).  The  two  drawings  which  Cunningham  saw  were 
doubtless  those  which  were  lithographed  and  published  by 
Richard  J.  Lane  under  the  title  of  "  Studies  of  Figures 
by  Gainsborough :  Executed  in  exact  imitation  of  the 
Originals,"  1825.  (i-)  One  of  these  is  in  the  Print 
Room  of  the  British  Museum ;  it  was  purchased  in 
April,  1897,  formerly  in  the  Earl  of  Warwick's 

Collection;  it  is  a  drawing  in  black  chalk  and  stump  on  grey 
paper,  heightened  with  white,  and  measures  19 J  X  125-  in. 
The  Duchess  is  seen  whole  length,  standing  towards  the 
left  in  a  landscape,  with  background  of  trees ;  a  large  hat 
over  long  curls,  the  face  nearly  full,  arms  folded.  (2.)  The 
companion  study,  with  the  figure  facing  the  right,  is  now 
in  possession  of  Mr.  George  Salting ;  in  this  drawing 
(which  is  19J  X  12\  in.)  "the  lady  walks  away  from  the 
light,  which  falls  on  her  back,  and  reaches  her  face  more 
or  less  round  the  corner."  Both  these  drawings  are 
reproduced  in  Armstrong's  "Gainsborough,"  1898,  facing 
pp.  164  and  168.  (3.)  The  third  in  black  and  white 
chalk,  19J  X  12 J  in.,  is  the  most  beautiful  of  all;  it 
formed  part  of  the  late  Mr.  C.  F.  Huth's  collection,  and 
is  now  the  property  of  Mr.  Pierpont  Morgan.  (4.)  The 
fourth  "  document "  is  nearly  in  monochrome,  and  "  may 
have  been  made  for  the  use  of  an  engraver";  it  is  a  small 
full-length,  walking  in  a  landscape  and  wearing  a  large 
plumed  hat,  the  canvas  is  23  X  15  in.;  it  was  exhibited 
at  South  Kensington  in  1867  and  at  the  Grosvenor  Gallery 
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in  1885,  by  Viscount  Clifden,  and  is  now  the  property  of 
Lady  Annaly  (daughter  of  the  third  Viscount  Clifden). 
It  has  been  engraved  three  times,  first  in  line  by  R.  Graves, 
16;^  X  loj,  Feb.  24,  1870,  "from  the  original  picture;" 
this  was  copied  soon  afterwards  by  T.  L.  Atkinson  on  a 
small  scale,  and  appeared  as  No.  47  in  "Engravings  from 
the  Works  of  Thomas  Gainsborough,"  published  by 
H.  Graves  &  Co.  ;  and  thirdly  in  mezzotint  by  T.  G. 
Appleton,  28-J  X  20,  in  1889.  Reproductions  of  these 
four  studies  are  given  in  the  folio  edition  of  this  Catalogue. 

During  the  last  thirty  years  many  hundreds  of  repro- 
ductions by  various  processes  have  been  published  in  an 
infinite  number  of  magazines,  English  and  foreign,  and 
since  1901  several  large  photogravure  plates,  coloured  and 
plain,  have  been  published,  but  no  useful  purpose  would  be 
served  by  attempting  to  print  here  even  an  approximately 
complete  list :  it  should  be  mentioned,  however,  that  these 
reproductions  were  obtained  and  elaborated  from  the 
engravings,  and  that  no  recent  illustration,  engraved  or 
otherwise,  has  been  executed  directly  from  Mr.  Pierpont 
Morgan's  picture  itself,  except  that  which  appears  as  Frontis- 
piece to  vol.  i.  of  the  folio  edition  of  this  Catalogue. 

In  the  passage  already  quoted  from  Allan  Cunningham's 
Life  of  Gainsborough,  it  is  stated  that  the  artist  exclaimed, 
"  Her  Grace  is  too  hard  for  me !  "  and  further,  that 
"  the  picture  was,  I  believe,  destroyed."  Gainsborough, 
nevertheless,  did  finish  a  whole-length  portrait  of  the 
Duchess,  which,  as  already  stated,  was  exhibited  at  the 
Royal  Academy  of  1778,  No.  iii,  as  a  "Portrait  of  a 
Lady  Horace  Walpole  pronounced  it  "bad  and  washy," 
This  picture  belongs  to  Earl  Spencer ;  it  was  engraved  by 
W.  W.  Barney  in  1808,  again  by  R.  B.  Parkes  in  1870,  and 
has  frequently  been  reproduced  by  various  methods.  It 
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represents  the  Duchess  standing,  wearing  a  white  dress, 
her  right  elbow  on  the  base  of  a  column,  a  scarf  in  both 
hands,  her  right  leg  crossed  before  the  left,  hair  dressed 
high,  and  with  landscape  background. 

History  of  the  Picture  before  the  Sale. — Although, 
as  we  have  already  seen,  Gainsborough  left  no  fewer  than 
four  separate  and  irrefutable  documents  in  connection 
with  this  picture,  the  existence  of  the  portrait  itself  was 
practically  unknown  or  forgotten  for  over  half  a  century 
after  the  artist's  death.  Its  first  recorded  owner  was  a 
Mrs.  Magennis,  or  Maginnis,  an  old  schoolmistress.  It 
passed  from  her  possession  into  the  hands  of  the  late 
Mr.  John  Bentley,  a  well-known  and  highly-esteemed 
picture  dealer,  who  gave  the  owner  a  receipt  for  the 
picture : — 

September  17,  1841. 

Kecexhe^  of  Miss  Maginnis  a  portrait  by  Gainsborough, 
on  sale  or  return. 

John  Bentley. 

In  a  letter  dated  April  10,  1901,  to  The  Times^  Mr. 
Sigismund  Goetze,  Mr.  Bentley*s  grandson,  states  that 
Mr.  Bentley  "  found  the  portrait  in  the  possession  of  an 
old  schoolmistress,  and  bought  it  of  her  for  (I  believe) 
j^$6.  It  was  then  hanging  in  her  sitting-room,  over  the 
chimney-piece,  and,  knowing  that  originally  the  picture 
was  painted  full-length,  he  asked  her  how  it  was  that  it 
only  showed  to  the  knees.  The  old  lady  told  him  that 
she  cut  it  down  to  fit  the  position  it  then  occupied,  and 
added  that  she  had  burnt  the  piece  which  she  had  cut  off. 
The  picture  remained  in  my  grandfather's  possession  for 
some  time,  and  my  mother  still  remembers  it  hanging 
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in  the  dining-room  of  her  old  home  in  Sloane  Street. 
Eventually  he  parted  with  it  to  his  friend,  Mr.  Wynn 
Ellis,  characteristically  declining  to  make  any  profit,  so  I 

have  been  told  I  may  add  that  he  never  had  the 

slightest  doubt  as  to  the  genuineness  of  the  picture ;  and 
to  an  artist  it  is  obviously  impossible  for  any  copyist  to 
successfully  reproduce  the  svirift,  spontaneous  touch  of  the 
greatest  master  of  female  portraiture." 

Mr.  Wynn  Ellis,  vv^ho  thus  purchased  the  Gains- 
borough portrait,  began  life  as  a  haberdasher  in  a  small 
way  of  business,  and  eventually  built  up  one  of  the  largest 
wholesale  silk  businesses  in  London.  He  was  for  a  long 
period  of  years  an  enthusiastic  collector,  and  at  his  death, 
in  1875,  he  bequeathed  to  the  National  Gallery  a  number 
of  pictures  by  the  old  masters.  Whilst  the  portrait  was 
in  Mr.  Wynn  Ellis's  possession,  an  important  event 
occurred.  The  Clifden  picture,  which  was  exhibited  at 
South  Kensington  in  1867,  No.  470,  as  "  Georgiana 
Spencer,  Duchess  of  Devonshire,"  was  engraved  soon 
after  by  J.  Scott,  7J  by  5J  in.,  for  the  series  of 
"  Engravings  from  the  Works  of  Thomas  Gainsborough," 
published  by  H.  Graves  &  Co.  About  1870  Mr.  Wynn 
Ellis's  picture,  still  known  simply  as  a  "  Portrait  of  a 
Lady,"  was  sent  to  Messrs.  Graves  for  the  purpose  of 
being  engraved,  and  it  was  then  that  the  identity  of  the 
lady  was  revealed.  Whilst  on  the  subject  of  engravings, 
it  may  be  here  mentioned  that  after  the  purchase  of  the 
Gainsborough  Duchess  of  Devonshire  portrait,  Messrs. 
Agnew  gave  the  late  S.  Cousins,  R.A.,  a  commission  to 
engrave  it,  and  so  keenly  was  the  proposal  taken  up  that 
within  the  few  days  which  intervened  between  the  pur- 
chase of  the  picture  and  the  theft,  proofs  to  the  value  of 
about    3,000  were  subscribed  for. 

E  2 


THOMAS  GAINSBOROUGH,  R.A. 

(1727-1788) 


The  Duchess  of  Devonshire  {Continued). 

The  Sale. — After  the  Trustees  of  the  National  Gallery 
had  selected  94  of  the  pictures  by  old  masters — the  Gains- 
borough portrait  was  among  the  modern  artists,  and 
therefore  the  Trustees  could  not  include  it  m  their  selection 
— the  remainder  of  the  Wynn  Ellis  pictures  were  sold  by 
Messrs.  Christie,  Manson  &  Woods  in  May,  June,  and 
July,  1876.  The  first  portion  of  the  collection  was  sold 
on  Saturday,  May  6,  among  which  were  a  dozen  other 
pictures,  some  of  not  much  consequence,  catalogued  as  by 
T.  Gainsborough,  R.A.  The  picture  with  which  we  arc 
now  more  immediately  concerned  formed  lot  63,  and  is 
thus  described  in  the  Sale  Catalogue  : 

T.  Gainsborough,  R.A. 

The  Duchess  of  Devonshire,  in  a  white  dress  and  blue 
silk  petticoat  and  sash,  and  a  large  black  hat  and  feathers. 
[Canvas]  59I  in.  by  45  in. 

In  The  Times  report  on  the  following  Monday  the 
writer  said  :  "  The  sale  of  the  modern  pictures  belonging 
to  the  Wynn  Ellis  collection  on  Saturday  last  created  such 
a  sensation  as  has  never  been  experienced  in  the  picture 
world  of  London.  Throughout  the  week  the  pictures 
had  attracted  a  considerable  number  of  visitors,  but  on  the 
day  preceding  the  sale  the  interest  came  to  a  climax,  and 
crowds  filled  the  rooms  of  Messrs.  Christie,  Manson  & 
Woods.  Anyone  passing  the  neighbourhood  of  St.  James's 
Square  might  well  have  supposed  that  some  great  lady  was 
holding  a  reception,  and  this,  in  fact,  was  pretty  much 
what  was  going  on  within  the  gallery  in  King  Street. 
All  the  world  had  come  to  see  a  beautiful  Duchess,  created 
by  Gainsborough,  and,  so  far  as  we  could  observe,  they  all 
came,  saw,  and  were  conquered  by  her  fascinating  beauty." 
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From  the  same  source,  also,  we  have  a  vivid  picture  of  the 
actual  sale  of  the  picture  : — "  When  the  portrait  was 
placed  before  the  crowded  audience,  a  burst  of  applause 
showed  the  universal  admiration  of  the  picture.  .  .  .  The 
biddings  .  .  .  commenced  at  one  of  1,000  guineas,  which 
was  immediately  met  with  one  of  3,000  guineas  from  Mr. 
Agnew,  and,  amid  a  silence  of  quite  breathless  attention, 
the  bids  followed  in  quick  succession,  at  first  by  defiant 
shots  across  the  room  of  a  thousand  guineas ;  then,  as  if 
the  pace  was  too  severe,  the  bids  were  only  500  up  to 
6,000  guineas,  when  again  another  thousand-pounder  was 
fired  by  Mr.  Agnew,  making  it  7,000  guineas.  Still  the 
fight  went  on  briskly  with  500's,  till  there  was  a  shout  of 
applause  at  10,000  guineas,  and  then  a  serious  pause  for 
breath  between  the  combatants,  when  Mr.  Agnew  was  the 
first  to  challenge  '  any  further  advance*  with  his  10,100 
guineas,  and  won  the  battle  in  this  most  extraordinary 
contest.  The  whole  affair  was,  of  its  kind,  one  of  the 
most  exciting  ever  witnessed ;  the  audience,  densely 
packed  on  raised  seats  round  the  room  and  on  the  '  floor  of 
the  house,'  stamped,  clapped,  and  bravoed.  After  the 
furore  had  subsided  a  little,  Mr.  Woods,  before  going  on 
with  the  sale,  said  that  he  might  tell  his  audience  that  this 
sum  which  had  just  been  bid  was  the  highest  price  ever 
paid  in  that  room  for  any  picture."  To  this  it  may  be 
added  that  the  penultimate  bid  of  10,000  guineas  was  made 
on  behalf  of  the  late  Earl  of  Dudley,  who  was  abroad  at  the 
time  of  the  sale,  and  who,  curiously  enough,  was  the  last 
private  individual  who  saw  the  picture  on  the  evening  of 
the  theft  from  Messrs.  Agnew's  Galleries. 

The  Robbery  and  the  Thieves  The  echoes  of  the 

sensational  sale  had  scarcely  died  away  when  an  infinitely 
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greater  event  supervened.  On  the  night  of  May  26  the 
picture  was  cut  aw^ay  from  the  stretching-frame  and  stolen. 
"The  night  watchman"  (says  The  Times  of  April  10, 
1 901),  "  who  was  at  the  time  supported  by  the  Bond  Street 
tradesmen  to  patrol  the  Piccadilly  end  of  Bond  Street,  is 
said  to  have  given  himself  a  holiday  on  the  night  of  the 
theft,  and,  of  course,  he  could  throw  no  light  on  the 
subject.  The  thief,  whoever  he  was,  was  exceedingly 
clever,  for  he  knew  that  to  roll  up  a  picture  of  this  kind 
would  be  to  ruin  it  j  to  obviate  this  he  brought  a  can  of 
paste  to  smear  over  the  picture  and  so  prevent  the  other- 
wise inevitable  cracking.  He  appears  to  have  lost  the 
brush,  and  provided  a  substitute  by  cutting  ofF  about  a  foot 
of  the  very  thick  silk  chain  which  surrounded  the  picture, 
and  made  it  into  a  pad  with  which  to  apply  the  paste. 
The  pad  itself  was  discovered  in  the  morning."  The 
world-wide  interest  excited  by  the  disappearance  of  the 
portrait  will  be  seen  by  turning  over  the  files  of  any  news- 
paper of  the  period.  Reproductions  of  it  from  Robert 
Graves's  engraving  appeared  in  the  newspapers  all  over 
the  world,  and  a  reward  of  1,000  was  offered  for  its 
recovery  by  Messrs.  Agnew.  But  who  was  the  thief  or, 
rather,  who  were  the  thieves  ?  for  it  would  have  been 
sscarcely  possible  to  effect  the  robbery  without  accomplices. 
The  full  story  of  the  theft  and  of  the  men  who  accom- 
plished it,  with  portraits,  was  issued  as  a  pamphlet  by  the 
well-known  Pinkerton  Detective  Agency,  New  York,  in 
February;  a  brief  article,  entitled  "The  True  Story," 
appeared  in  the  Pall  Mall  Gazette  of  April  12,  1901, 
which  was  substantially  correct.  The  facts,  as  printed  in 
Messrs.  Pinkerton 's  interesting  pamphlet,  "  The  Greatest 
Criminal  of  the  Past  Century  ....  Adam  Worth, 
alias  *  Little  Adam,'  "  may  be  briefly  condensed  into  the 
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following  summary.  Early  in  the  'seventies  of  the  last 
century,  Adam  Worth,  otherwise  Harry  Raymond,  a 
notorious  American  thief  (the  son  of  a  German  Jew  who 
settled  in  Cambridge,  near  Boston,  Mass.,  where  Adam 
Worth  was  born  in  1844),  occupied  luxurious  apartments 
in  Piccadilly,  where  he  received  in  lavish  style,  the  house 
becoming  the  meeting  place  of  leading  thieves  of  America 
and  Europe.  It  is  not  here  necessary  to  enter  into  all  the 
intricacies  of  Worth's  marvellous  career  as  a  burglar,  but 
the  motive  for  the  theft  of  the  picture  was  this.  In  1876 
a  large  number  of  forged  English  banknotes  were  put 
into  circulation  by  Worth's  gang,  and  while  one  of  these 
men  was  exchanging  the  money  in  an  exchange  office  at 
the  Grand  Hotel,  Paris,  he  was  arrested,  and  extradited  to 
London.  The  man  arrested  was  a  friend  and  a  great 
favourite  of  Worth,  whose  inventive  brain  at  once  set  to 
work  to  release  him.  Worth  declared  he  would  get  his 
friend  out  of  prison  before  a  trial  could  be  reached.  While 
plans  for  this  man's  release  were  being  discussed  and 
formulated,  Worth  and  a  companion — a  notorious  English 
thief  named  Jack  Phillips,  better  known  by  the  name  of 
"  Junka " — in  walking  along  Bond  Street,  observed  a 
great  many  carriages  stopping  at  the  Art  Gallery  of 
Messrs.  Agnew.  Their  curiosity  was  aroused,  and  on 
entering  the  Gallery  they  found  that  the  noted  Gains- 
borough portrait  was  on  exhibition.  The  thieves  care- 
fully scanned  the  painting  with  other  visitors.  Leaving 
the  Gallery,  Worth  immediately  told  "Junka"  that  he 
had  discovered  a  way  of  releasing  their  friend.  Phillips 
wanted  to  know  how  it  could  be  done.  Worth  told  him 
that  he  would  steal  the  Gainsborough  painting  by  cutting 
it  out  of  the  frame,  and  by  doing  so  would  have  the  means 
at  their  disposal  to  get  their  friend  out  of  prison.  The 
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Englishman  objected  to  the  proposition,  saying,  that  if 
they  stole  the  picture  it  would  be  a  "  white  elephant  '*  on 
their  hands,  as  they  could  not  dispose  of  it  at  any  price,  its 
fame  being  world-wide.  Worth  revealed  the  plan  he  had 
concocted  by  which  the  possession  of  the  picture  could 
be  used  to  compel  Messrs.  Agnew  to  go  bail  for  the  thief 
then  in  custody.  "  Little  Joe  "  Elliot,  one  of  the  bank- 
note forgers,  was  taken  into  their  confidence,  and  a  con- 
ference was  held.  The  plan,  as  outlined,  was  as  follows  : 
The  theft  was  to  be  committed  on  a  foggy  night.  Elliot 
was  delegated  to  be  the  "  look-out Jack  Phillips,  who 
was  a  very  large  and  powerful  man,  was  to  stand  under- 
neath the  window  in  front  of  the  Agnew  Gallery,  while 
Worth,  who  was  a  small  and  light  man,  was  to  mount 
Phillips'  shoulders  and,  raised  on  his  arms — like  a  circus 
performer — to  the  top  of  the  sign,  spring  up  to  the 
window,  await  his  opportunity  to  raise  it,  get  inside,  and, 
with  the  aid  of  a  step-ladder,  cut  the  picture  from  the 
frame,  roll  it  up,  and  at  a  given  signal  from  Elliot  that 
there  was  no  danger  of  detection,  pass  the  portrait  down 
to  Phillips.  Worth  was  then  to  leave  the  place  by  the 
same  window,  closing  it  carefully  behind  him,  when  each 
would  proceed  in  the  quietest  manner  possible  to  a  ren- 
dezvous which  had  been  agreed  upon,  where  the  canvas 
would  be  safely  hidden.  It  was  agreed  that  Worth  should 
be  its  custodian.  The  plan  was  successfully  carried  out  in 
all  its  details.  The  next  move  was  this  :  Worth  was  to 
go  to  an  acquaintance,  a  solicitor  of  shady  reputation,  an 
ex-convict,  instruct  him  to  call  on  the  prisoner  in  jail,  and 
hand  him  a  small  canvas  clipping  cut  from  the  side  of  the 
picture.  The  attorney  was  then  to  go  to  Messrs.  Agnew's 
and  state  that  he  had  a  client  in  Newgate  who  could  give 
them  valuable  information  concerning  the  Gainsborough 
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picture.  The  prisoner  was  to  state  also  that  if  his  libera- 
tion was  effected,  he  would  guarantee  to  return  the 
portrait,  and  as  an  evidence  of  good  faith  and  that  he 
was  telling  the  truth,  he  was  to  produce  the  piece  of 
canvas  cut  from  the  side  of  the  painting,  which  they  could 
fit  on  the  frame  as  a  test.  This  proposal  was  so  far  carried 
into  effect  that  in  an  interview  which  Mr.,  now  Sir  William, 
Agnew  had  with  the  chief  of  police  at  Scotland  Yard,  the 
chief  stated  that  the  day  previously  a  thieves'  lawyer  had 
called  upon  him  to  say  that  he  could  deliver  the  picture 
uninjured  upon  Mr.  Agnew's  guarantee  not  to  prosecute 
and  to  pay  ;^3000  for  it.  Mr.  Agnew  replied  that  he 
would  not  pay  a  farthing  for  it  to  condone  a  felony.  In 
the  meantime  the  prisoner's  solicitor  discovered  that  there 
was  a  flaw  in  the  extradition  papers,  with  the  result  that 
the  Judge  ordered  the  prisoner's  discharge,  and  gave  him 
thirty  days  in  which  to  leave  England,  which,  it  need 
hardly  be  said,  he  did.  The  picture  consequently  became 
a  veritable  white  elephant  in  the  hands  of  Worth.  Worth 
and  Phillips  fell  out  and  were  never  reconciled.  The 
latter  had  advanced  sums  of  money  for  his  interest  in  the 
picture  to  Joe  Elliot,  who  went  to  America,  where,  early  in 
April,  1877,  he  was  arrested  for  forgery.  Whilst  in  prison 
he  sent  for  Mr.  R.  A.  Pinkerton,  and  tried  to  make  terms 
for  his  release,  offering  to  restore  the  Gainsborough 
portrait  to  him,  telling  him  the  full  history  of  the  robbery  ; 
but  Elliot  having  sold  his  interest  in  the  picture  could  not 
control  it.  Worth  continued  to  live  extravagantly,  and 
committed  various  big  robberies  in  Europe.  On  his  first 
trip  to  America,  on  the  steamer  Indiana^  he  brought  the 
picture  with  him,  having  had  a  trunk  made  with  a  false 
bottom  to  it,  and  filled  with  drummer's  samples,  on  which 
he  paid  duty.    This  trunk  was  passed  safely  into  the  port 
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of  Philadelphia,  and  from  there  the  picture  was  taken  to 
New  York,  and  a  special  receptacle  made  for  its  safe 
keeping  and  protection.  This  trunk  was  first  placed  in 
storage  in  a  warehouse  in  Brooklyn,  afterwards  in  New 
York,  and  later  in  Boston,  which  was  its  resting-place 
for  a  considerable  number  of  years  previous  to  its  recovery. 
In  January,  1899,  Mr.  W.  A.  Pinkerton  had  an  interview 
with  Worth  (now,  after  a  long  series  of  adventures  and  a 
term  of  imprisonment,  broken  down  in  health  and  a 
financial  wreck),  through  the  agency  of  Patrick  F.  Sheedy, 
a  well-known  sporting  man,  and  communications  were 
made  with  Messrs.  Agnew  respecting  the  return  of  the 
picture.  But  Messrs.  Agnew  had,  in  efi^ect,  no  locus  standi 
in  the  matter,  which,  from  the  time  of  the  theft,  had 
passed  into  the  hands  of  the  Scotland  Yard  authorities, 
and  it  was  not  until  they  had  received  permission  to  act 
from  these  authorities  that  Messrs.  Agnew,  in  conjunction 
with  Inspector  Froest  of  Scotland  Yard,  could  make  over- 
tures for  the  return  of  the  canvas.  Negotiations  were, 
however,  for  a  time  suspended,  but  in  January,  1901, 
they  were  again  reopened,  and  Mr.  Morland  Agnew  left 
England  for  New  York  by  the  Cunarder  Etruria  on 
March  15,  1901.  On  arrival  in  New  York  Mr.  Agnew 
was  met  by  a  representative  of  Pinkerton's,  and  advised  to 
go  to  Chicago,  where  he  arrived  on  the  evening  of 
March  27,  1901.  The  following  morning,  by  Mr. 
Pinkerton's  arrangement,  he  and  Mr.  Agnew  waited  in 
the  latter^s  apartment  in  the  Auditorium  Hotel  at  a  certain 
hour  :  a  parcel  was  handed  in  by  a  messenger,  and  on 
opening  it  Mr.  Agnew  at  once  recognised  the  long-lost 
picture.    It  was  in  a  perfect  state  of  preservation. 

The   Return  of  the  Duchess.  —  Mr.  Agnew  left 
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Chicago  for  New  York,  where  he  remained  a  night,  the 
picture  being  consigned  to  the  keeping  of  Messrs.  Pinker- 
ton's  Agency,  and  on  the  following  morning,  with  the 
long-lost  picture,  he  started  for  Liverpool  on  board  the 
Etruria,  The  recovery  was  still  kept  a  profound  secret. 
"  One  reason  for  keeping  the  matter  so  quiet  was  that  if 
the  Custom  House  Officers  wanted  to  be  disagreeable 
about  it,  they  could  have  demanded  that  duty  be  paid  on 
the  picture,  and  while  they  probably  would  not  have 
forced  collection,  it  might  have  caused  a  great  deal  of 
unnecessary  trouble.  The  owners  also  feared  the  picture 
might  be  stolen."  Worth  was  in  America  before 
Mr.  Agnew  arrived,  and  remained  there  ten  days  after 
his  departure,  so  that  the  rumours  that  Worth  returned 
to  England  on  the  same  steamer  are  totally  inaccurate. 
Nothing  was  said  about  the  recovery  of  the  picture  until 
it  was  known  that  the  Etruria  had  arrived  at  an  English 
port.  From  the  day  following  the  theft  in  May,  1876, 
until  1 90 1,  the  missing  work  was  announced  as  recovered 
at  least  a  dozen  times,  but  the  portrait  itself  remained 
hidden,  in  spite  of  numberless  newspaper  articles  and 
paragraphs.  The  London  evening  papers  of  Monday, 
April  8,  1 90 1  (a  Bank  Holiday)  contained  a  brief  telegram 
from  New  York  stating  that  the  picture  was  not  only 
found,  but  that  it  had  been  restored  to  Mr.  Morland 
Agnew,  who  reached  Liverpool  with  it  on  that  day, 
almost  at  the  moment  the  announcement  of  the  recovery 
was  cabled  across  the  Atlantic.  This  brief  message  had 
at  all  events  the  semblance  of  truth,  and  it  proved  to  be 
substantially  correct.  Afterwards  the  portrait  passed  into 
the  collection  of  Mr.  Pierpont  Morgan.  It  was  exhibited, 
by  his  permission,  at  Messrs.  Agnew's  "  Seventh  Annual 
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Exhibition "  in  November-December,  1901,  attracting 
many  thousands  of  visitors. 

Such,  then,  is  the  true  history  of  this  picture.  It  may 
be  added  that  Worth,  one  of  the  most  remarkable  criminals 
of  modern  times,  died  in  a  house  near  Regent*s  Park, 
London,  on  January  8,  1902.  A  portrait  of  him  appeared 
in  the  Christmas  number  of  The  Strand  Magazine^  IQOS* 
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Miss  Evans. 

Daughter  of  Maurice  Evans,  Esq.,  of  Harley  Street,  Caven- 
dish Square,  London. 

Three-quarter  figure,  sitting  under  a  tree,  directed 
to  left :  head  slightly  turned  and  looking  at  spec- 
tator ;  pale  blue  dress  cut  low,  with  white  lace 
trimming,  old-gold  or  brown  shawl  round  back  and 
passing  over  left  arm  ;  left  hand  holding  opposite 
end  of  shawl,  right  hand  resting  on  lap,  holding  a 
sprig  of  ivy  ;  fair  hair  falling  in  curls  over  both 
shoulders  ;  broad-brimmed  straw  hat  trimmed  with 
blue  ribbons  ;  ivy-clad  rockery  or  old  wall  to  right. 
Canvas,  49  x  39. 

Painted  probably  about  1785-7. 

Collections. — Mr.  Alfred  de  Rothschild  and  James 
Price. 

Exhibited. — Old  Masters,  1895,  No.  7  (Mr.  Pierpont 
Morgan) . 

Reference. — Sir  Walter  Armstrong's  "  Gainsborough 
and  his  Place  in  English  Art,"  1898,  p.  204. 

Note. — This  portrait  was  purchased  by  the  late  Mr.  H. 
Graves  on  April  15,  1873,  froiri  a  private  house  in  Kent, 
and  was  sold  at  Christie's  on  May  16  of  the  same  year  as 
"Miss  Evans,  sister  of  Lady  Willoughby;'*  it  was  pur- 
chased by  Messrs.  T.  Agnew  &  Sons,  who  sold  it  in  1874 
to  Mr.  Alfred  de  Rothschild,  from  whose  possession  it 
passed  privately,  first  into  the  late  Mr.  James  Price's 
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collection,  and  afterwards  into  that  of  Mr.  Pierpont 
Morgan.  By  some  curious  accident  it  has  been  known 
for  the  last  quarter  of  a  century  as  a  portrait  of  "  Miss 
Willoughby."  Miss  Evans  was  one  of  at  least  three 
daughters  of  Maurice  (or  Morris)  Evans,  of  21,  Harley 
Street,  London.  One  daughter,  Martha,  married,  as  his 
second  wife,  on  Jan.  29,  1789,  Christopher  Willoughby, 
Esq.,  of  Balden  House,  Oxon  (he  was  created  a  baronet, 
Dec.  8,  1794);  another  daughter,  Elizabeth,  married, 
also  as  his  second  wife,  on  May  27,  1789,  George  Edward 
Stanley,  Esq.,  of  Dalegarth,  Cumberland,  and  was  painted 
by  Romney  in  April — May  of  the  same  year.  In  spite  of 
exhaustive  researches  at  the  British  Museum,  at  Somerset 
House,  and  elsewhere,  we  have  failed  to  obtain  any 
definite  particulars  concerning  Maurice  Evans,  the  father 
of  the  above-named  Miss  Evans.  (He  may  have  been 
the  Maurice  Evans,  son  of  Evan  Evans,  of  Llanfihangel, 
CO.  Montgomery,  who  matriculated  at  Jesus  College, 
Oxford,  May  14,  1730,  aged  18.)  He  was  presumably 
the  father  of  the  Rev.  David  Evans,  d.d.,  who  was 
residing  at  21,  Harley  Street,  in  1792,  according  to  Boyle's 
"  Fashionable  Guide  "  of  that  year  (which  is  the  first  year 
of  its  issue).  Dr.  Evans,  who  was  one  of  His  Majesty's 
preachers  at  Whitehall,  was  Rector  of  West  Tilbury, 
Essex,  to  which  he  was  preferred  by  the  King  in  July, 
1778;  he  died  in  Harley  Street  on  Jan.  12,  1795,  and 
his  will  in  Somerset  House  covers  25  closely-written  folio 
pages.  He  left  two  young  daughters,  the  elder  of  whom, 
Catherine  Brandrith  Backhouse  Evans,  married,  on 
July  10,  1795,  Spencer  Thomas  Vassall,  Esq.;  Dr. 
Evans's  widow  {nee  Isabella  Howard)  married,  at  Ham- 
mersmith, on  Sept.  9,  1797,  Mr.  Francis  Jones,  of 
Grosvenor  Street,  London. 
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(1727—1788) 

Lady   Gideon,  afterwards 
Lady  Eardley. 

Mary  or  Maria  Marow,  elder  daughter  of  the  Right  Hon. 
John  Eardley  Wilmot,  an  eminent  lawyer  who  was 
knighted  in  1756,  and  appointed  Lord  Chief  Justice  of  the 
Court  of  Common  Pleas,  1766  (he  resigned  in  177 1  and  died 
Feb.  5,  1792,  aged  82)  ;  born  in  July,  1743  ;  married, 
Dec.  6,  1766,  Sir  Sampson  Gideon,  who  was  created  Lord 
Eardley  in  1789;  died  March  i,  1794.  A  long  obituary 
notice  of  this  lady  appeared  in  the  Gentlemari  s  Magazine 
(vol.  64,  p.  282),  in  which  it  is  said  :  "  It  would  be  difficult, 
if  not  impossible,  to  do  justice  to  her  virtues.  She  was  much 
admired,  from  her  earliest  youth,  for  the  beauty  of  her  person 
and  the  elegance  of  her  form  and  manners;''  and  further, 
"in  every  character  she  shone  pre-eminent,  whether  as  a 
benignant  mistress,  a  dutiful  daughter,  a  tender  mother,  a 
faithful  wife,  or  a  pious  Christian.  With  these  virtues,  it  is 
no  wonder  she  bore  a  long  and  painful  illness  with  meekness, 
patience  and  resignation." 

Whole-length,  standing  in  front  in  a  landscape,  full 
face,  looking  at  the  spectator:  creamy  white  (or 
pale  yellow)  under-skirt,  edged  at  bottom  with 
narrow  band  of  white  ruche;  bodice  cut  to  V-shape 
and  trimmed  with  white  satin  at  neck;  pale  blue 
robe,  the  ample  folds  of  which  are  held  by  the  left 
arm  and  hand ;  gold-patterned  scarf  or  belt  round 
waist,  the  end  falling  down  by  the  right  side  ;  bare 
arms,  right  hand  hanging  down  and  holding  a  white 
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Lady  Gideon,  afterwards  Lady  Eardley 

{Continued), 

convolvulus  flower,  no  rings  seen  on  either  hand ; 
brown  hair  dressed  high,  set  with  pearls ;  brown 
eyes,  fresh,  smiling  face ;  background  of  trees  to 
right  and  left,  with  a  green-painted  gateway  or  fence 
to  right.    Canvas,  84  x  58. 

Painted  about  the  time  of  her  marriage  in  1766. 

Exhibited  at  the  Old  Masters,  1884,  No.  10  (Viscount 
Gage);  same  exhibition,  1895,  No.  125  (Mr.  Pierpont 
Morgan). 

References. — G.  W.  Fulcher,  "  Life  of  Thomas  Gains- 
borough, R.A.,"  1856,  p.  215 ;  and  Sir  Walter  Armstrong, 
"Gainsborough  and  his  Place  in  English  Art,"  1898, 
p.  196. 

Note. — Lady  Gideon  was  also  painted  by  Sir  J.  Reynolds 
in  May,  1769,  30  X  24;  this  picture  is  now  the  property 
of  Mrs.  Culling  Hanbury,  at  Bedwell  Park,  Hatfield. 
Gainsborough's  picture,  with  portraits  of  Lady  Eardley 
and  her  daughter,  afterwards  Lady  Saye  and  Sele,  now 
belongs  to  Lady  Wantage.  It  may  be  mentioned  that 
many  of  the  Eardley  portraits,  including  the  above,  came 
into  the  Gage  family  through  the  marriage  of  the  2nd 
Viscount  Gage  with  Elizabeth,  sister  of  Sampson  Lord 
Eardley,  husband  of  the  above  lady.  Lady  Gideon 
appeared  at  the  masquerade  of  April  30,  1772,  as  "A 
Spinning  Girl." 
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Mrs.  Tennant. 

Mary,  daughter  of  the  Rev.  John  Wylde,  Rector  of  Aldridge   ,^U^  IS  e^X^ 
from  1766  to  1778;   married,  as  his  first  wife,  William  ^^^Ji^^^^ 
Tennant,  Esq.,  of  Little  Aston  Hall,  and  Shenstone,  co.  VeryV 
Stafford,  and  afterwards  of  Bromley-by-Bow,  D.L.,  Lieut.- 
Col.  Staffordshire  Militia  (he  died  in  1803);  died  in  Harley 
Street,  Cavendish  Square,  London,  August  8,  1798  ;  buried 
at  Shenstone. 


Three-quarter  figure,  sitting  under  a  tree,  directed 
to  left,  looking  at  spectator  :  pale  blue  dress  cut 
low,  with  lace  trimming  at  neck  and  sleeves  ;  arms 
bare  to  elbows  ;  right  arm  resting  on  a  stone 
pedestal,  the  index  finger  resting  against  face,  left 
arm  resting  on  lap,  the  hand  holding  by  the  brim  a 
very  large  black  hat  with  feathers  (which  rests  on 
her  knee)  ;  profuse  hair,  slightly  powdered  and 
falling  in  curls  over  shoulders ;  trees  to  left. 
Canvas,  50  x  40. 

Painted  probably  about  1786-7. 


Exhibited  at  Agnew's  Ninth  Annual  Exhibition,  1903, 
No.  23. 

Engraved  (from  a  photograph  taken  before  the  picture 
passed  into  Mr.  Pierpont  Morgan's  possession)  in  stipple 
by  Eugene  Tily,  13 J  X  10,  and  printed  in  colours,  1904. 

Note. — This  picture  was  purchased  privately  from  Major 
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Mrs.    Tennant  {Continued), 

C.  R.  Tennant,  J. P.,  of  St.  Anne's  Manor,  Sutton  Bon- 
nington,  Notts.,  a  descendant  of  the  above  lady.  The 
scheme  of  the  composition  closely  resembles  that  of 
Gainsborough's  portrait  of  the  Hon.  Mrs,  Watson,  which 
was  engraved  in  mezzotint  by  T.  Park  in  1788, 


WILLIAM  HOGARTH. 

(1697—1764) 


Younger  son  of  Richard  Hogarth,  "  literary  hack  and 
corrector  of  the  press,"  born  in  Ship  Court,  Old  Bailey, 
London,  Dec.  10,  1697  ;  apprenticed  about  the  year  1712 
to  Ellis  Gamble,  a  silversmith,  of  Cranbourne  Alley, 
Leicester  Fields,  London  ;  started  on  his  own  account  as  an 
engraver  in  1718;  his  plates  for  Butler's  "  Hudibras,"  1726, 
appear  to  have  been  his  first  artistic  success ;  married,  in 
1729,  Sir  James  ThornhilFs  daughter;  painted  in  1734 
"  The  Harlot's  Progress,"  and  rapidly  obtained  eminence  as 
a  delineator  of  domestic  scenes ;  completed  and  issued  en- 
gravings in  1 745  of  "  The  Marriage  a  la  Mode  "  ;  painted 
in  1756  an  altar-piece  for  St.  Mary  Redcliffe,  Bristol; 
appointed  in  1757  Serjeant  -  Painter  to  the  King;  died 
Oct.  26,  1764 ;  buried  at  Chiswick. 


The  Lady's  Last  Stake  :  other- 
wise Piquet^  or  Virtue  in  Danger. 

An  interior  with  two  small  whole-length  figures: 
the  lady,  seated  near  a  fire,  her  left  hand  resting  on 
a  small  fire-screen,  in  an  amber  satin  dress  cut  low 
and  with  short  sleeves  enriched  with  lace,  white 
muslin  ruffle  round  the  neck,  brown  hair  set  with 
pearls;  the  oflicer,  in  military  dress  of  the  period, 
standing  behind  a  card-table  and  close  by  her  side, 
and,  having  won  all  her  ornaments  and  money  at 
cards,  is  offering  back  these  articles,  gathered  in  his 
hat,  as  the  price  of  her  virtue  and  fidelity  to  her 
husband ;  in  the  hat  are  her  necklace,  her  husband's 
miniature  set  with  diamonds,  a  note  for  ;^500,  and 
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(1697— 1764) 

The  Lady's  Last  Stake  :  otherwise  Piquet, 
or  Virtue  in  Danger  {Continued). 

many  gold  coins.  "The  nearly  burnt-out  candles 
in  the  sconces  attached  to  a  picture  over  the  fireplace 
attest  how  long  the  pair  have  been  gambling.  The 
subject  of  this  picture,  a  gloomy  moon-lit  seascape, 
including  a  ship  ashore,  and  the  faded  flowers 
standing  in  vases  on  the  mantel-shelf,  convey  the 
artist's  '  moral.'  The  clock  is  surmounted  by  a 
figure  of  Time  as  a  child  flying  and  holding  a  scythe; 
below  this  is  written  nunc  ;  some  of  the  cards  used 
by  the  gamblers  have  been  cast  into  the  fire,  and  oti 
the  floor  lies  an  open  letter  from  the  lady's  absent 
husband,  beginning  '  My  Dear  Charlotte,*  and  stating 
that  he  had  sent  her  the  half  of  a  ^500  note." 
"  The  scene  is  the  interior  of  a  room,  painted,  it  is 
believed,  from  a  chamber  in  Hogarth's  then  country 
box  at  Chiswick,  which,  although  now  [1888],  owing 
to  constant  neglect  and  rough  usage,  rapidly  going 
to  wreck,  still  exists  ;  the  room  in  question  is  not, 
however,  so  large  as  represented  in  the  painting. 
The  time,  indicated  by  a  clock  on  the  mantel -piece 
of  the  room  and  the  fulness  of  dawn  on  the  clouds 
seen  through  the  uncurtained  window,  is  five  minutes 
to  five  on  a  bright  morning"  (F.  G.  Stephens). 
Canvas,  35^  x  41. 

Painted  in  1759  for  Lord  Charlemont,  who  paid 
^100  for  it,  and  in  whose  family  it  remained 
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The  Lady's  Last  Stake  :  otherwise  Piquet, 
or  Virtue  in  Danger  {Continued). 

until  the  sale  of  two  Hogarth  pictures,  the  pro- 
perty of  Lord  Charlemont,  at  Christie's  on  May  2, 
1874  (the  above,  and  "Calais  Gate,  or  the  Roast 
Beef  of  Old  England,''  now  in  the  National 
Gallery). 

Exhibited. — Society  of  Artists  of  Great  Britain,  1761, 
No.  45,  as  "  Piquet,  or  Virtue  in  Danger ; "  British 
Institution,  1814,  No.  108,  as  "The  Lady's  Last  Stake  '* 
(Earl  of  Charlemont);  Dublin,  1865,  No.  55  (the  same); 
Leeds,  1868,  No.  1,112  (the  same);  Old  Masters,  i88i, 
No.  55  (L.  Huth,  Esq.);  Grosvenor  Gallery,  ''A  Century 
of  British  Art,*'  1888,  No.  31  (the  same)  ;  and  Paris 
Exposition  Universelle,  1900  (Mr.  Pierpont  Morgan), 

Notes  and  Documents. — The  artist,  in  "Anecdotes  of 
Hogarth,  written  by  Himself,"  gives  the  following  history 
of  the  picture: — "When  (1759)  I  was  making  arrange- 
ments to  confine  myself  entirely  to  my  graver,  an  amiable 
nobleman  (Lord  Charlemont)  requested  that  before  I  bade 
a  final  adieu  to  the  pencil,  I  would  paint  him  one  picture. 
The  subject  to  be  my  own  choice,  and  my  reward- 
whatever  I  demanded.  The  story  I  pitched  upon  was  a 
young  and  virtuous  lady  who,  playing  at  cards  with  an 
officer,  loses  her  money,  watch  and  jewels  ;  the  moment 
when  he  offers  them  back  in  return  for  her  honour,  and 
she  is  wavering  at  his  suit,  was  my  point  of  time.  The 
picture  was  highly  approved  of,  and  the  payment  noble  ; 
but  the  manner  in  which  it  was  made,  by  a  note  enclosed 
in  one  of  the  following  letters,  was  to  me  infinitely  more 
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e  Lady's  Last  Stake  :  otherwise  Piquet, 
Virtue  in  Danger  {Continued). 

gratifying  than  treble  the  sum."  Lord  Charlemont  to 
W.  Hogarth,  August  19,  1759,  after  announcing  his 
intention  of  going  to  Ireland,  says  :  "  The  truth  is,  having 
wrongly  calculated  my  expenses,  I  find  myself  unable  for 
the  present  even  to  attempt  paying  you.  However,  if  you 
be  in  any  present  need  of  money  let  me  know  it,  and  as 
soon  as  I  get  to  Ireland  I  will  send  you,  not  the  price  of 
your  picture — for  that  is  inestimable — but  as  much  as  I 
can  afford  to  give  for  it."  The  same  to  the  same,  Dublin, 
Jan.  29,  1760:  "Inclosed  I  send  you  a  note  upon 
Nesbitt  for  one  hundred  pounds ;  and  considering  the 
name  of  the  author,  and  the  surprising  merit  of  your  per- 
formance, I  am  really  much  ashamed  to  offer  such  a  trifle 
in  recompense  for  the  pains  you  have  taken,  and  the 
pleasure  your  picture  has  afforded  me.  I  beg  you  would 
think  that  I  by  no  means  attempt  to  pay  you  according  to 
your  merit,  but  according  to  my  abilities ;  were  I  to  pay 
your  deserts  I  fear  I  should  leave  myself  poor  indeed. 
Imagine  that  you  have  made  me  a  present  of  the  picture, 
for  literally  as  such  I  take  it,  and  that  I  begged  your 
acceptance  of  the  inclosed  trifle "  (Ireland's  "  Hogarth 
Illustrated,"  1812  ed.,  pp.  192-194). 

Illustrations. — The  12th  Report,  Appendix,  Pt.  X., 
1 89 1,  of  the  Historical  Manuscripts  Commission,  dealing 
with  the  MSS.  and  Correspondence  of  James,  1st  Earl  of 
Charlemont,  contains  several  highly  interesting  passages 
respecting  a  proposed  engraving  of  "  The  Lady's  Last 
Stake."  Jane  Hogarth  writes  to  the  Earl  of  Charlemont, 
June  25,  1781:  "You  will  pardon,  I  hope,  the  liberty  I 
have  taken  in  addressing  you  to  request  the  favour  of  your 
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leave  to  have  an  engraving  made  of  ^  The  Lady's  Last 
Stake '  by  a  young  gentleman  vi^ho  lodges  in  my  house  in 
Leicester  Fields,"  &c.  Lord  Charlemont  to  Edmund 
Malone,  June  29,  1781 :  "I  have  no  objection  to  suffering 
'  The  Lady's  Last  Stake  *  to  be  engraved,  but  on  the 
contrary  should  be  happy  to  do  anything  w^hich  might 
contribute  to  add  to  the  reputation  of  my  deceased  friend. 
But  then  it  must  be  performed  in  such  a  manner  as  to  do 
him  honour,  for  otherwise  I  would  by  no  means  consent. 
One  great  difficulty  would  be  to  procure  a  person  equal  to 
the  making  of  a  drawing  of  it,  as  the  subject  is  a  very 
difficult  one.  Hogarth  had  it  for  a  year,  with  an  intention 
to  engrave  it,  and  even  went  so  far  as  almost  to  finish  the 
plate,  which,  as  he  told  me  himself,  he  broke  into  pieces 
upon  finding  that,  after  many  trials,  he  could  not  bring 
the  woman's  head  to  answer  his  idea,  or  to  resemble  the 
picture."  The  same  to  the  same,  July  2,  1781  :  "I 
have  this  moment  received  a  letter  from  Mrs.  Hogarth, 
requesting  that  '  if  I  should  permit  anyone  to  make  an 
engraving  of  *  The  Lady's  Last  Stake,'  I  would  give  the 
preference  to  a  young  gentleman  [Richard  Livesay]  who 
lodges  in  her  house,  as  by  such  preference  she  would  be 
benefited.'  Of  this  application  I  think  it  necessary  imme- 
diately to  inform  you,  as  the  affection  I  bore  towards  her 
deceased  husband,  my  high  regard  for  his  memory,  and, 
indeed,  common  justice,  will  most  certainly  prevent  me 
from  preferring  any  person  whatsoever  to  her  in  a  matter 
of  this  nature ;  at  the  same  time  I  must  add  that  whoever 
shall  make  a  drawing  from  my  picture  must  do  it  in 
Dublin  [from  which  place  he  writes],  as  I  cannot  think  of 
sending  it  to  London."    Mrs.  Hogarth  to  Lord  Charle- 
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mont,  July  30,  1781  :  After  thanking  Lord  Charlemont 
for  his  permission,  she  says :  "  I  am  fearful  no  living  artist 
can  give  that  force  of  expression  the  original  has  :  yet  I 
hope  and  believe  the  young  man  I  recommend  to  your 
lordship  will  make  as  correct  a  copy  as  any  one  can, 
and  that  he  v^^ill  meet  w^ith  your  approbation.  .  .  . 
Mr.  Livesay  intends  himself  the  honour  of  waiting  upon 
your  lordship  in  Dublin  to  make  the  drawing,  but  is  afraid 
that  he  shall  not  be  able  this  season,  as  the  summer  is  so 
far  advanced."  Apparently  nothing  came  of  this  affair, 
although  it  is  interesting  to  point  out  that  Livesay  painted 
(as  did  Hogarth)  a  portrait  of  this  nobleman  (i  728-1 799), 
which  is  now  in  the  National  Portrait  Gallery.  "The 
Lady's  Last  Stake "  was  first  engraved  by  Thomas 
Cheesman,  23J  X  iSJin.,  and  published  May  8,  1825; 
this  was  copied  in  the  edition  of  Hogarth's  "  Works  " 
edited  by  Monkhouse  and  Dobson,  and  published  by  Bell 
and  Daldy,  1872;  a  small  engraving,  3!  x  4I  in.,  on 
copper  by  G.  H.  Adlard,  was,  at  the  suggestion  of  Lord 
Macaulay,  published  as  frontispiece  to  the  second  volume 
of  Hayward's  edition  of  Mrs.  Piozzi's  "  Autobiography," 
1 86 1  5  a  full-page  process  plate  appears  in  the  Paris 
Exhibition  number  of  the  Art  Journal^  1900,  p.  197  ;  and 
one  on  a  greatly  reduced  scale  forms  the  head-piece  on 
p.  3  of  "William  Hogarth,"  by  Austin  Dobson,  1902. 

Miss  Hester  Lynch  Salusbury,  afterwards  Mrs.  Thrale 
and  still  later  Mrs.  Piozzi,  claimed  to  have  sat  for  the  lady 
in  this  picture.  Li  a  letter  to  Sir  James  Fellowes,  Oct.  30, 
1815  (see  Piozzi's  "Autobiography,*'  ii.  130),  she  says: 
"  The  next  time  we  went  to  Leicester  Fields  Mr.  Hogarth 
was  painting,  and  bid  me  sit  to  him.    '  And  now  look 
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here/  he  said,  '  I  am  doing  this  for  you.  You  are  not 
fourteen  years  old  yet,  I  think,  but  you  will  be  twenty- 
four,  and  this  portrait  will  then  be  like  you.  'Tis  the 
lady's  last  stake.  Take  you  care  ;  I  see  an  ardour  for 
play  in  your  eyes  and  in  your  heart :  don't  indulge  it.  I 
shall  give  you  this  picture  as  a  warning,  because  I  love 
you  now,  you  are  so  good  a  girl.'  "  As  Mrs.  Piozzi  was 
born  in  January,  1741,  she  would  have  been  eighteen  in 
1759;  as  the  picture  was  painted  on  commission,  and  as 
she  told  an  entirely  different  story  to  a  correspondent  of 
the  Gentleman's  Magazine^  in  which  she  said  that  Hogarth 
made  a  sketch  of  her  one  evening  in  the  house  of  an 
uncle,  it  is  probable  that  neither  version  is  correct. 

References. — J.  Nichols  and  G.  Steevens,  "  The  Genuine 
Works  of  William  Hogarth,*'  iii.  170,  171  ;  Austin 
Dobson,  "Hogarth,"  1902,  pp.  114,  117,  157,  174,  233. 

There  is  a  version  of  this  picture  in  the  State  Dressing 
Room  at  Goodwood  House ;  see  John  Kent's  "  Records 
and  Reminiscences  of  Goodwood,"  1896,  p.  199. 
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(1758—1810) 


Born  at  Whitechapel,  London,  of  German  parentage, 
April  4,  1758;  first  a  choir-boy  at  the  Chapel  Royal; 
entered  at  the  Royal  Academy  as  a  student  in  1775,  and 
obtained  a  medal  for  a  scene  from  "  King  Lear "  ;  first 
exhibited  at  the  Royal  Academy,  1780,  and  thenceforth  to 
1809  he  exhibited  168  works,  almost  exclusively  portraits; 
he  was  elected  A. R.A.  in  1792,  and  R.A.  in  1795,  and  was 
for  many  years  Sir  Thomas  Lawrence's  chief  rival.  He 
painted  a  large  number  of  celebrated  men  and  women,  and 
was  appointed  Portrait-Painter  to  the  Prince  of  Wales  in 
1789.  He  is  seen  at  his  best  in  his  portraits  of  ladies  and 
children  ;  he  also  wrote  on  art  subjects  in  various  magazines, 
and  published  a  volume  of  poems.  He  married,  in  1782, 
Phoebe,  youngest  daughter  of  Mrs.  Patience  Wright,  the 
American  sculptor  and  modeller  in  wax,  and  painted  his  wife 
in  many  of  his  fancy  subjects.    Died  Jan.  23,  18 10. 

The  Godsal  Children:  "The 
Setting  Sun." 

The  three  children  of  Mr.  and  Mrs.  Godsal,  of  Iscoyd  Park, 
near  Whitchurch,  Flintshire.  The  eldest,  Susannah  Godsal, 
born  Feb.  15,  1772,  married,  Sept.  18,  1802,  Nathaniel 
Saxon,  and  died  May  28,  1852.  The  boy,  Philip  Lake 
Godsal,  born  Jan.  29,  1784,  married,  July  16,  18 14,  Grace 
Ann  Best,  daughter  of  the  ist  Lord  Wynford ;  died  at 
Iscoyd  Park,  Jan.  15,  1858.  The  youngest  child,  Maria 
Godsal,  born  Jan.  i,  1785;  married,  March  8,  1803,  to 
William  Haslewood. 

Whole-lengths  in  a  landscape  ;  the  elder  girl  seated 
to  left  in  low  white  dress  trimmed  with  white 
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The  Godsal  Children:  "The  Setting  Sun" 

{Continued), 

muslin ;  brown  curly  hair  bound  with  pink  ribbon, 
and  pointing  with  outstretched  left  hand  to  the 
setting  sun  ;  the  younger  girl,  leaning  against  her 
sister,  in  white  dress  with  pink  sash,  brick-red  shoes 
with  silver  buckles,  and  white  stockings,  shading 
her  eyes  from  the  blaze  of  the  sun  with  her  left 
hand  ;  the  lad,  in  purplish-brown  suit  with  white 
muslin  collar,  long  curly  hair,  dark  shoes  with  silver 
buckles,  grey  stockings,  is  standing  full  face  and 
nearly  in  the  centre  of  the  picture  to  right ;  a  tower 
appears  in  the  middle  distance,  and  mountainous 
scenery  in  the  extreme  distance.    Canvas,  59  x  54. 

Exhibited. — Royal  Academy,  1789,  No.  135,  as  "Por- 
traits of  a  Young  Lady  and  Two  Children  " ;  Agnew's 
Eighth  Annual  Exhibition,  1902,  No.  20. 

Engraved  in  mezzotint  by  J.  Young,  22  x  17  in.,  Jan.  21, 
1790  (J.  Chaloner  Smith,  "British  Mezzotinto  Portraits," 
p.  1 631).  A  first  state  of  the  engraving  realised  220 
guineas  at  Christie's  in  1901,  which  is  probably  three 
times  as  much  as  Hoppner  received  for  the  original 
picture. 
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(1758— i8io) 

Mrs.  Whaley." 

Known  as  "  Belle  Howard  *' ;  for  several  years  lived  under 
the  protection  of  "  Buck "  Whaley.  Whaley  "  stayed  in 
Paris  till  after  the  return  of  the  King  from  Varennes,  and, 
when  it  became  no  longer  safe  for  a  subject  of  the  King  of 
Great  Britain  to  remain  in  France,  he  returned  to  Dublin. 
Soon  afterwards  he  became  connected  with  a  young  woman 
of  amiable  disposition  who  lived  with  him  till  the  time  of  her 
death,  and  by  whom  he  had  four  children,  three  of  whom 
survived  him"  [Gentleman's  Magazine^  Dec.  1800,  p.  1210). 

Whole-length,  standing  in  a  landscape,  directed  to 
front,  looking  to  right,  in  black  muslin  leaf-patterned 
dress,  long  white  gloves  which  reach  to  elbows,  red 
rose  at  bosom,  brown  hair  bound  with  pearls ;  trees 
to  right,  a  large  green  urn  on  pedestal  to  left. 
Canvas,  94!-  x  58. 

Exhibited. — Colnaghi  &  Co.'s  Gallery,  May,  1902, 
No.  5. 

Notes. — This  picture  remained  in  the  possession  of  one 
of  "Mrs.  Whaley's"  descendants  until  1902:  he  writes 
(in  connection  with  this  portrait) :  "  '  Belle  Howard  *  was 
one  of  the  Prince's  [presumably  George,  afterwards 
George  IV.]  mistresses,  whom  *Buck'  Whaley  married, 
the  condition  being  that  they  should  not  reside  on  English 
soil,  so  he  chartered  a  number  of  vessels  which  brought 
soil  from  Ireland  and  deposited  it  at  Douglas  in  the  Isle 
of  Man,  where  a  residence  was  built  close  to  the  Duke  of 
AtholFs.  These  are  both  turned  into  hotels  now.  The 
picture  was  removed  from  the  Isle  of  Man  about  twenty- 
five  years  ago.**    But  "Buck**  Whaley,  who  was  born 
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.   Whaley  {Continued). 

in  1766  and  who  died  on  November  4,  1800,  was  a  well- 
known  and  eccentric  gambler  and  spendthrift,  and  was 
not  married  (or  no  record  has  been  discovered  of  such 
marriage)  to  "Belle  Howard."  After  her  death,  he 
married,  in  January,  1800,  Mary  Catherine,  daughter  of 
Nicholas  Lawless,  ist  Baron  Cloncurry,  by  whom  he 
apparently  had  no  issue. 

Since  the  folio  edition  of  this  Catalogue  was  printed 
ofF  the  long-lost  manuscript  of  "  Buck  "  Whaley's 
"  Memoirs  "  has  been  discovered  and  printed  under  the 
editorship  of  Sir  Edward  Sullivan  in  1906.  The  name 
of  the  lady  in  this  portrait  is  Miss  Courtney,  and  she 
passed  as  his  wife  during  his  residence  in  the  Isle  of  Man, 
but  from  his  will  it  is  quite  clear  that  they  were  never 
married.  She  also  passed  as  his  wife  in  Paris.  Writing 
of  events  which  took  place  about  the  year  1791, 
Whaley  says :  "  It  was  at  this  period  I  happily  formed 
acquaintance  with  a  lady  of  exquisite  taste  and  sensibility, 
from  whom  I  have  never  since  separated.  She  has  been 
a  consolation  to  me  in  all  my  troubles,  her  persuasive 
mildness  has  been  a  constant  check  on  my  temper,  and  at 
this  moment  constitutes,  in  my  retirement,  the  source  of 
my  felicity."  The  surviving  children  were  two  sons  and 
one  daughter.  See  Sir  Edward  Sullivan's  "  Buck 
Whaley's  Memoirs,"  passim. 


MARIA  ANGELICA  CATHA- 

RINA  KAUFFMANN,  R.A. 

(1741— 1807) 

Born  at  Coire,  in  the  Grisons,  on  Oct.  30,  1741,  the 
daughter  of  John  Joseph  KaufFmann,  an  artist ;  studied 
under  her  father,  who  removed  to  Milan  in  1754,  then  to 
Florence,  and  in  1759  to  Rome,  where  Angelica's  talents 
created  much  interest ;  went  to  Venice  in  1764,  and  arrived 
in  London  on  June  15,  1766,  with  Lady  Wentworth ; 
elected  in  1768  an  original  member  of  the  Royal  Academy 
(Mary  Moser  was  the  only  other  lady  elected  an  R.A.) ; 
married  first  a  valet,  and  in  178 1  Antonio  Zucchi,  a 
Venetian  painter  and  an  Associate  of  the  Royal  Academy. 
She  exhibited  between  1 765-1 797  five  pictures  at  the  Free 
Society  of  Artists,  and  77  at  the  Royal  Academy,  chiefly 
allegorical  subjects.    Died  in  Rome  on  Nov.  5,  1807. 


The  Countess  of  Albemarle. 

Ann,  youngest  daughter  of  Sir  John  Miller,  4th  Bart.,  of 
Chichester,  and  Froyle  Place,  co.  Hants,  by  Susan,  daughter 
of  Matthew  Combe,  M.D.,  of  Winchester ;  married,  at 
Bagshot  Park,  Windlesham,  Surrey,  on  April  20,  1770, 
George  Keppel,  3rd  Earl  of  Albemarle  j  died  on  July  3, 
1824. 

To  waist,  seated  in  a  chair,  directed  to  left,  head 
turned  and  looking  at  spectator  nearly  full  face  ;  low 
pink  dress  which  is  nearly  entirely  concealed  by  the 
creamy  white  mantle  ;  pink  cap  with  white  lace, 
strings  and  puffed  pleats  round  neck  ;  right  hand 
holding  the  straps  of  the  cloak  ;  left  hand  partly 
hidden  in  the  folds  of  the  cloak,  but  showing  a  four- 


MARIA  ANGELICA  CATHARINA 
KAUFFMANN,  R.A. 

(1741— 1807) 

The  Countess  of  Albemarle  {Continued), 

row  pearl  bracelet  with  a  centre-piece  of  miniature 
of  a  man  in  blue  coat  and  white  stock  (probably  her 
husband)  ;  fair  hair,  grey  eyes.    Canvas,  29  x  24. 

Painted  in  1773. 

Exhibited. — Old   Masters,  1873,  ^54  (Earl  of 

Albemarle). 

Purchased  from  the  Earl  of  Albemarle's  collection  at 
Quidenham  Hall,  Norfolk,  by  Messrs.  Thos.  Agnew  & 
Sons,  and  by  them  sold  to  Mr.  Pierpont  Morgan. 

References. — Frances  A.  Gerard's  "Angelica  KaufF- 
mann,"  1893,  PP-  444* 

Note. — The  above  Countess  of  Albemarle,  with  her  only 
son  William  Charles,  4th  Earl  of  Albemarle,  was  painted 
a  few  years  after  her  husband's  death  (which  took  place 
Oct.  13,  1772)  by  Romney  in  1777,  ^^^^  picture  was 
exhibited  by  the  Earl  of  Albemarle  at  the  Old  Masters, 
with  the  above  portrait,  in  1873. 


SIR  THOMAS  LAWRENCE, 

PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1769—1830) 

Born  at  Bristol,  May  4,  1769,  the  son  of  a  man  who  had 
been  a  solicitor,  a  supervisor  of  excise,  and  afterwards  an 
innkeeper ;  early  developed  a  talent  for  drawing  portraits, 
and  on  his  first  visit  to  London  in  1787  received  much 
advice  from  Sir  Joshua  Reynolds ;  found  a  patron  in  the 
King,  who  insisted  on  his  being  elected  an  extra-Associate 
of  the  Royal  Academy  when  he  was  twenty-one  years  of 
age;  appointed  in  1792  Painter- in-Ordinary  to  the  King, 
and  also  painter  to  the  Dilettanti  Society ;  in  this  year  he 
painted  portraits  of  the  King  and  Queen  as  a  present  to  the 
Emperor  of  China;  elected  R.A.  in  1794,  and  from  this 
time  up  to  the  end  of  his  career  he  received  the  patronage  of 
nearly  all  the  eminent  people  of  the  day ;  elected  a  Member 
of  many  Fine  Art  Academies  on  the  Continent,  and  formed 
a  matchless  collection  of  drawings  by  the  Old  Masters. 
Knighted  April  20,  1815.  Died  suddenly  on  Jan.  7,  1830. 
From  1787  to  1830,  311  of  his  pictures  were  exhibited  at 
the  Royal  Academy,  and  three  at  the  British  Institution. 


Miss  Croker. 

Rosamond  Hester  Elizabeth,  21st  child  of  William  Pennell, 
Esq.,  H.B.M.  Consul-General  in  Brazil ;  sister-in-law  and 
adopted  daughter  (from  the  age  of  six  weeks)  of  the  Right 
Hon.  John  Wilson  Croker  (by  whose  name  she  was  generally 
known),  to  whom  she  acted  as  amanuensis  in  his  later  years; 
born  Jan.  5,  1810;  married,  July  23,  1832,  George  Barrow 
(who  succeeded  his  father  as  2nd  baronet  of  Ulverstone  in 
1848,  and  who  died  Feb.  27,  1876),  chief  clerk  in  the 
Colonial  Office.  The  original  of  this  beautiful  portrait 
lived  until  Jan.  9,  1906,  and  up  to  the  end  was  fond  of 
relating  the  incident  of  her  portrait  being  painted  by  Sir 
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Miss  Croker  {Continued), 

Thomas  Lawrence.  Lady  Barrow  died  at  Ulverston  Cottage, 
East  Molesey,  where  she  had  lived  for  many  years,  and 
where  she  largely  occupied  herself  with  works  of  charity, 
having,  among  other  things,  founded  the  Molesey  and 
Hampton  Court  Cottage  Hospital. 

Half  figure,  seated,  facing  the  spectator  ;  low-cut 
white  satin  dress  with  gauze  sleeves  ;  right  arm 
resting  on  the  back  of  the  seat,  right  hand  holding 
a  gold-mounted  lorgnon^  which  is  suspended  by  a 
gold  chain  round  the  neck  ;  gold  bracelet  on  right 
arm ;  brooch  with  pendent  pearl  at  bosom  ;  dark  hair 
in  short  curls  ;  architectural  and  sky  background, 
with  some  trees  on  the  right.    Canvas,  36  x 

Exhibited. — Royal  Academy,  1827,  No.  26;  British 
Institution,  1830,  No.  58  (Right  Hon.  J.  W.  Croker); 
Manchester  Art  Treasures,  1857,  ^^9  (^^^  same)  ; 
Old  Masters,  1895,  No.  26  (Mr.  Pierpont  Morgan);  Paris 
International  Exposition,  1900  (the  same);  Birmingham 
Museum  and  Art  Gallery,  1903,  No.  23  (the  same). 

Illustrations. — Engraved  in  mezzotint  by  S.  Cousins, 
R.A.,  9jx  7|-,  1828  (four  states  of  this  fine  engraving  are 
described  in  Whitman's  "  Samuel  Cousins,  R.A.,"  1904, 
pp.  58,  59);  by  H.  T.  Greenhead,  i8x22j,  1898;  and 
by  J.  Thomson ;  illustrated  in  the  Paris  Exhibition 
Number  of  The  Art  "Journal^  1 900,  p.  201  ;  in  The  Con- 
noisseur^  May  1903;  in  the  Illustrated  Catalogue  of  the 
Birmingham  Loan  Collection  ;  and  frequently  repeated. 
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Miss   Croker  {Continued). 

Notes. — This  portrait,  with  the  equally  famous  and  fre- 
quently-engraved work  of  Mrs.  (afterwards  Lady)  Peel, 
exhibited  in  the  Academy  of  the  same  year,  are  among 
the  finest  of  Sir  Thomas  Lawrence's  later  achievements 
as  a  portrait  painter.  "The  portrait  of  Miss  Croker 
must  ever  be  admired  as  a  picture  of  a  lovely  object. 
Youth,  beauty,  and  intellectual  vivacity  seem  to  live  upon 
the  canvas  in  their  freshness  of  gaiety  and  fashion  and  of 
joyous  health,  and  all  the  idea  of  art  and  of  the  painting 
are  absorbed  in  the  charmed  fancy  of  the  prototype " 
(D.  E.  Williams,  "  Life  and  Correspondence  of  Sir 
Thomas  Lawrence,"  1831,  vol.  ii.,  p.  451).  This  lady 
was,  as  a  child,  a  great  favourite  of  George  IV.,  who 
was  fond  of  children.  She  was  never  forgotten  at  the 
children's  balls  which  were  often  given  at  the  Palace,  and 
the  King  always  called  her  by  her  pet  name,  '  Nonny.' 
Miss  Croker,  as  she  was  called  ....  grew  up  a  beautiful 
woman,  and  inspired  one  of  Sir  Thomas  Lawrence's 
finest  portraits^  best  known  in  a  masterly  mezzotint  by 
S.  Cousins"  ("Dictionary  of  National  Biography,''  1888, 
vol.  xiii.,  p.  126).  See  also  Lord  Ronald  Gower's  "Sir 
Thomas  Lawrence,"  1900,  p.  121.  Lawrence's  fine 
portrait  appealed  not  only  to  the  lay  mind,  but  also  to  the 
artistic.  Benjamin  Robert  Haydon,  the  historical  painter, 
was  one  of  its  enthusiastic  admirers.  In  Tom  Taylor's 
"  Life"  of  that  artist,  1853,  ^'^l.  ii.,  p.  230,  Haydon  is  quoted 
as  declaring  in  1830:  "Perhaps  no  man  that  ever  lived 
contrived  to  catch  the  fleeting  beauties  of  a  face  to  the 
exact  point,  though  a  little  affected,  better  than  Lawrence. 
The  head  of  Miss  Croker  is  the  finest  example  in  the 
world.  He  did  not  keep  his  sitters  unanimated  and  lifeless, 
but,  by  interesting  their  feelings,  he  brought  out  the 
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Miss  Croker  {Continued). 

expression  which  was  excited  by  the  pleasure  they  felt." 
Further  on  in  the  same  volume  (p.  267)  Haydon  declared 
his  fear  that  Lawrence's  "power  of  seizing  and  transferring 
the  most  beautiful  expressions  of  people's  faces "  as 
"  likely  to  be  unrivalled,"  and  that  "  Lady  Peel  and  Miss 
Croker  were  the  finest  instances  of  female  expression  in 
different  ways  in  art." 

In  J.  W.  Croker's  "Diary"  for  June  13,  1821  ("The 
Croker  Papers,"  edited  by  L.  J.  Jennings,  1884,  vol.  i., 
p.  192),  we  have  the  interesting  entry  :  Took  my  little 
girl  in  the  evening  to  the  King's  ball.  We  arrived  at  five 
minutes  after  the  appointed  hour,  half-past  8,  and  his 

Majesty  was  already  in  the  room  He  was  very 

gracious  to  Nony,  and  kissed  her  at  her  departure." 
Croker  formed  the  subject  of  one  of  the  famous  series  of 
portraits  which  appeared  in  Fraser's  Magazine^  from  1830 
to  1838,  under  the  title  of  "A  Gallery  of  Illustrious 
Literary  Characters,'*  with  illustrations  from  drawings 
chiefly  by  Daniel  Maclise,  R.A.  ;  he  is  represented  in  his 
study  seated  in  an  armchair  and  wearing  a  dressing-gown  5 
suspended  on  a  wall  to  his  right  is  seen  this  justly  cele- 
brated portrait  of  Miss  Croker :  the  artist,  whether  Maclise 
or  another,  was  evidently  a  friend  of  this  much-maligned 
man,  and  knew  of  one  of  the  few  lovable  traits  in  his 
character — his  affection  for  his  adopted  child. 

Mr.  Pierpont  Morgan  possesses  a  photograph  of  Lady 
Barrow  taken  in  1903,  with  her  autograph  signature. 
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Miss  Farren  (Countess  of  Derby). 

Elizabeth,  or  Eliza,  daughter  of  George  Farren,  a  surgeon 
and  apothecary  of  Cork,  and  afterwards  a  strolling  player. 
Born  about  the  year  1759,  and  acted  on  the  stage  in  juvenile 
parts  at  a  very  early  age  ;  in  1774  she  was  playing  at  Wake- 
field with  her  sisters  and  mother,  and  scored  her  first  success 
as  Rosetta  in  "Love  in  a  Village"  at  Liverpool  when  fifteen 
years  of  age  ;  first  appeared  at  the  Haymarket,  London,  on 
June  9th,  1777,  as  Miss  Hardcastle  in  Goldsmith's  "She 
Stoops  to  Conquer.''  In  July  of  the  following  year  she 
appeared  as  Nancy  Lovel,  a  "  breeches "  part,  for  which 
her  figure  was  unsuited,"  in  Colman's  Suicide."  The 
greatest  of  her  early  successes  in  London  were  as  Lady 
Townly  in  "  The  Provoked  Husband,"  by  Vanbrugh  and 
Cibber,  and  Lady  Teazle  in  Sheridan's  "School  for  Scandal." 
After  Mrs.  Abingdon  left  Drury  Lane  in  1782,  Miss  Farren 
took  the  lead  in  "  fine  ladies' "  parts,  and  during  her  stage 
career  played  over  one  hundred  characters.  Retired  from 
the  stagi;  on  April  8th,  1797  (when  she  played  Lady  Teazle); 
married,  May  ist,  1797,  as  his  second  wife,  Edward,  I2th 
Earl  of  Derby  ;  died  at  Knowsley  Park,  Lancashire,  April 
23rd,  1829. 


Whole-length,  walking  in  a  landscape,  looking 
round  at  the  spectator;  white  dress,  white  silk 
fur-trimmed  cloak,  holding  with  her  right  hand  a 
fur  boa  which  is  round  her  neck,  and  in  her  gloved 
left  hand  a  large  feather  mufF;  powdered  hair. 
Canvas,  80  x  57. 
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Miss  Farren  (Countess  of  Derby)  {Continued). 

Painted  in  1790,  the  artist  receiving  100  gs.  for 
the  portrait. 

Exhibited:  Royal  Academy,  i790>  No.  171  (as  "Portrait 
of  an  Actress");  Art  Treasures,  Manchester,  1857,  No. 
183  (Earl  of  Wilton)  ;  South  Kensington,  1867,  No.  858 
(the  same) ;  Leeds,  1868,  No.  1113  (the  same)  ;  Grafton 
Gallery,  "Fair  Women,''  1894,  No.  75  (the  same);  Old 
Masters,  1904,  No.  106  (L.  Neumann,  Esq.);  Messrs. 
Agnew's  Annual  Exhibition,  November — December,  1906, 
No.  2$  (Mr.  Pierpont  Morgan).  The  Earl  of  Wilton's 
possession  of  the  picture  is  explained  by  the  fact  that  the 
younger  daughter  (and  only  surviving  child)  of  Miss  Farren 
and  the  Earl  of  Derby,  Mary  Margaret,  married,  on 
November  29th,  1821,  Thomas,  2nd  Earl  of  Wilton. 
The  Countess  died  on  December  i6th,  1858,  and  the  Earl 
survived  her  until  March,  1882. 

Notices  of  the  Picture. —  This  magnificent  portrait 
was  one  of  Lawrence's  earliest  successes,  and  one  which 
at  once  proclaimed  him  as  worthy  to  rank  with  Reynolds 
and  the  other  exponents  of  the  Early  English  School. 
The  London  Chronicle  of  April  27th  to  29th,  1790,  in  a 
notice  of  the  Royal  Academy  Exhibition  of  that  year, 
said :  "  Mr.  Lawrence  has  this  year  fulfilled  all  the 
promises  which  he  last  year  gave.  Miss  Farren  is  one  of 
the  most  delightful  portraits  we  ever  saw."  The  Public 
Advertiser  of  April  30th  remarked :  "  Mr.  Lawrence, 
young  as  he  is,  treads  close  already  on  the  kibe  of  the  most 
eminent  of  his  profession.  Such  a  head  as  that  of  Mr. 
Locke  (No.  19),  painted,  as  we  understand,  at  a  single 
sitting,  and  such  a  portrait  as  Miss  Farren,  might  create 
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envy  in  the  mind  of  the  first  artist  that  ever  existed.  We 
have  seen  a  variety  of  paintings  of  Miss  Farren,  but 
never  before  savir  her  mind  and  character  upon  canvas. 
It  is  completely  Elizabeth  Farren — arch,  careless,  spirited, 
elegant  and  engaging."  "The  conduct  of  Sir  Joshua  to 
Mr.  Lavv^rence,  then  a  very  young  man  indeed,  when  his 
whole-length  portrait  of  Miss  Farren  was  placed  on  the 
north  wall  of  the  Royal  Academy  Exhibition  as  a  pendant 
to  Sir  Joshua's  whole-length  of  Mrs.  Billington  as  St. 
Cecilia — the  conduct  of  Sir  Joshua,  we  repeat,  on  this 

occasion  may  be  quoted  When  their  majesties,  the 

noblemen,  and  other  distinguished  personages  who  were 
invited  to  the  private  view  of  that  Exhibition,  were 
assembled.  Sir  Joshua,  seeing  Mr.  Lawrence,  took  him 
kindly  by  the  hand,  and  openly  congratulated  him  in  the 
highest  strain  of  praise  on  the  merit  of  his  pictures,  saying, 
*  You  have  already  achieved  a  masterpiece,  and  the  world 
will  naturally  look  to  you  to  perfect  that  which  I  have 
endeavoured  to  improve,'  pointing  to  his  own  picture ;  but 
looking  to  that  of  Mr.  Lawrence,  he  added  with  a  smile, 
'  I  am  not  sure  but  you  have  deserved  the  prize ' "  (From 
"  Recollections  of  the  late  Sir  Thomas  Lawrence,"  in  The 
Library  of  the  Fine  Jrts^  October,  183 1,  vol.  ii.,  pp. 
179-180).  "  Lawrence  made  a  most  fortunate  effort  by  a 
portrait  of  a  celebrated  beauty  and  actress.  Miss  Farren, 
afterwards  Countess  of  Derby.  She  is  represented  in  what 
was  then  called  a  white  yohn  cloak,  and  a  mufF,  and  the 
painting  had  the  good  fortune  of  exciting  among  the  critics 
of  the  day  very  many  and  not  unfavourable  comparisons 
between  it  and  Sir  Joshua's  admired  portrait  of  Mrs.  Billing- 
ton as  St.  Cecilia  [also  exhibited  in  the  Royal  Academy  of 
1790].    This  portrait  placed  him  above  all  competitors 
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except  Hoppner,  who,  although  always  second  in  the  race, 
vigorously  contested  the  palm  with  him  until  his  death  in 
1 8 10.  But  Miss  Farren  having  on  a  mufF  and  furred 
cloak,  they  were  deemed  by  the  critics  inconsistent  with 
uncovered  arms  and  other  circumstances  of  the  painting. 
It  was  upon  Mr.  Lawrence  feeling  amazed  at  these  hyper- 
criticisms  that  Mr.  Burke  said  to  him,  *  Never  mind  what 
little  critics  say,  for  painters'  proprieties  are  always  best '  ** 
(D.  E.  Williams,  "  Life  of  Sir  Thomas  Lawrence,"  1831, 
vol.  i.,  pp.  124-5).  "In  this  picture  there  is  a  strange 
anachronism  :  the  lady  is  attired  in  furs,  but  all  around 
blooms  a  summer's  landscape.  It  is  said  that  the  young 
painter  was  so  struck  by  the  graceful  manner  in  which 
Miss  Farren  unfastened  her  sable-trimmed  cloak  as  she 
entered  the  painting-room,  that  he  begged  her  to  remain 

in  that  attitude  It  was  the  portrait  of  the  year, 

and  made  young  Lawrence  at  a  step  the  most  fashionable 
painter  of  the  town"  (Lord  Ronald  Gower,  "  Romney 
and  Lawrence,"  1889,  p.  31). 

No  drawings  or  studies  for  this  picture  have  been  traced, 
either  in  the  sale  of  Sir  Thomas  Lawrence's  remaining 
works  after  his  death,  or  elsewhere.  A  small  picture  of 
Miss  Farren,  head  and  shoulders  (canvas,  30  X  25), 
erroneously  and  variously  described  as  a  "replica"  and  a 
"  study  "  for  the  famous  whole-length,  was  at  one  time  in 
the  collection  of  Sir  Francis  Grant,  P.R.A.,  and  afterwards 
in  that  of  the  late  Reginald  Cholmondeley,  of  Andover 
Hall  :  it  was  exhibited  at  Wrexham  in  1876,  and  sold  at 
Christie's  on  March  6,  1897.  The  whole  scheme  of  the 
two  pictures  is  totally  distinct  in  every  way,  except  that 
Miss  Farren  is  in  both  cases  wearing  a  white  silk  dress 
and  carries  a  muff ;  but  even  the  muffs  are  not  the  same. 
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The  Artist  and  the  Patron. — Some  extremely  inter- 
esting particulars  concerning  this  portrait  are  published  in 
"  Sir  Thomas  Lawrence's  Letter-Bag,'*  edited  by  G.  S. 
Layard,  1906  (pp.  11- 15).  Exception  appears  to  have 
been  taken  to  what  was  described  as  an  "  error  in  taste  " 
in  exhibiting  the  picture  as  that  of  "  an  actress,"  and  the 
rough  draft  of  Lawrence's  reply  is  preserved.  He  writes 
to  the  famous  actress  to  "  clear  himself  from  a  charge  of 
rough  disrespect  to  Miss  Farren  and  the  elevated  situation 

her  genius  has  commanded  It  is  the  desire  of  the 

Royal  Academy  that  with  the  pictures  sent  to  the  Exhibi- 
tion there  should  be  given  two  lists — one  of  the  general 
names  of  the  pictures  for  the  catalogue,  and  the  other  of 
the  real  names  of  the  Persons  whose  portraits  they  are. 
When,  in  the  first  list  Mr.  Lawrence  gave  in,  he  came 
to  Miss  Farren's  picture  he  set  it  down  not  as  the  Portrait 
of  an  Actress,  nor  as  a  Celebrated  Actress,  but  simply  as 
the  '  Portrait  of  a  Lady,'  and  this  he  did  as  well  from  its 
being  Miss  Farren  in  private  as  from  the  wish  he  had  that 
it  should  be  known  to  be  her  from  the  likeness  alone, 
unaided  by  professional  character.  Mr.  Lawrence's  sur- 
prise was  great  when,  in  looking  over  the  catalogue,  he 
saw  the  picture  mentioned  as  it  was.  He  has  been  down 
to  the  Academy  to  have  the  mistake  rectified,  and  to  show 
the  list  to  the  person  who  had  the  forming  of  the  catalogue. 
The  secretary  told  him  that  the  *  blunder  should  be  altered 
in  the  next  list.'  "  It  appears  from  the  new  documents 
published  by  Mr.  Layard,  that  the  picture  remained  with 
the  artist  for  two  years.  At  length,  in  1792,  Lord  Derby 
attempted  to  obtain  possession  of  it,  Miss  Farren  herself 
being  the  channel  of  communication.  In  the  meantime, 
Lawrence  had  increased  his  scale  of  charges,  and  refused 
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to  let  the  portrait  go  at  the  price  originally  agreed 
upon.  This  brought  forth  the  following  (undated)  letter 
from  Miss  Farren  :  "  Sir, — I  must  own  that  [I]  never 
was  more  astonished  in  my  life  than  on  reading  your 
letter  this  morning.  You  must  have  forgot  [j/V]  that 
the  last  time  I  had  the  honour  of  sitting  to  you  you 
told  me  that  the  price  of  my  portrait  would  be  sixty 
guineas^  and  I  then  informed  you  that  Lord  Derby  meant 
to  be  the  purchaser.  It  is,  I  trust,  needless  to  say  more 
upon  the  subject ;  you  are  now  (if  you  can  think  so  after 
the  above)  at  liberty  to  put  what  price  you  think  fit  upon 
the  picture  ;  but  you  will  not  think  of  selling  it  vv^ithout 
my  consent.  I  have  the  honour  to  remain  your  humble 
servant,  Eliza  Farren."  The  little  dispute  ended  in  Lord 
Derby  purchasing  the  portrait,  apparently  without  any 
further  delay.  There  was,  however,  a  sequel  to  the 
purchase,  as  may  be  seen  from  the  following  letter  from 
Miss  Farren  :  "  Mr.  Lawrence, — You  will  think  me  the 
most  troublesome  of  all  human  beings,  but,  indeed,  it  is 
not  my  own  fault ;  they  tease  me  to  death  about  this 
picture,  and  insist  upon  my  writing  to  you.  One  says 
it  is  so  thin  in  the  figure  that  you  might  blow  it  away ; 
another,  that  it  looks  broke  in  the  middle.  In  short,  you 
must  make  it  a  little  fatter^  at  all  events  diminish  the  bend 
you  are  so  attached  to,  even  if  it  makes  the  picture  look 
ill,  for  the  owner  of  it  is  quite  distressed  about  it  at  present. 
I  am  shocked  to  tease  you,  and  daresay  you  w^ish  me  and 
the  portrait  in  the  fire ;  but  as  it  was  impossible  to  appease 
the  cries  of  my  friends,  I  must  beg  you  to  excuse  me." 

Engravings. — The  engraving  (19 J  x  12 J)  in  stipple  of 
Lawrence's  portrait  of  Miss  Farren  is  one  of  the  most 
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famous  and  highly-prized  of  the  very  long  list  of  works 
associated  with  Bartolozzi's  name  :  curiously  enough, 
beyond  a  very  few  minor  additions  to  the  engraved  plate, 
Bartolozzi  had  no  share  in  this  production.  The  facts  of 
the  case  are  entirely  beyond  question,  although  probably 
for  all  time  his  name  will  be  given  out  as  the  engraver. 
Practically  the  w^hole  of  the  engraving  was  done  by 
Charles  Knight  (1743-1827  ?),  who  is  "stated  to  have 
been  a  pupil  of  Bartolozzi,'*  and  of  v^hose  engraving  there 
are  three  states  in  the  British  Museum  : — (i)  an  early 
engraver's  proof,  with  the  lettering  C.  Knight^  sculps., 
1791  ;  (2)  with  the  plate  considerably  more  advanced,  with 
C  Knight,  sculpt-,  1 79 1)  the  title,  Miss  Farren,  and  the 
publisher's  address,  London,  Published  Feb.  25,  1791,  by 
I.  Jeffryes,  Ludgate  Hill-,  and  (3)  with  T.  Lawrence, 
pinx^-,  with  similar  address  to  No.  2,  but  v^^ithout  the  name 
of  any  engraver.  It  is  an  open  point  w^hether  Knight's 
engraving  was  ever  actually  published.  On  January  ist, 
1792,  the  plate  was  published  by  Bull  and  Jeffryes, 
Ludgate  Hill,  London,  as  engraved  by  F,  Bartolozzi,  R.A., 
Engraver  to  His  Majesty,  and  in  this  publication  the  plate 
had  been  still  further  worked  upon  and  improved  in  some 
minor  details.  It  was  again  re-issued  as  by  F.  Bartolozzi, 
R,A.,  19I  X  1 2 J,  and  published  on  May  15th,  1797,  by 
John  Jeffryes,  Ludgate  Hill,  London,  with  the  lettering. 
The  Right  Honourable  the  Countess  of  Derby,  with  the 
Derby  arms  and  the  motto,  "  Sans  changer,^""  a  fortnight 
after  Miss  Farren's  marriage  to  the  Earl  of  Derby.  The 
engraving  was  again  re-issued  on  March  26th,  1803,  by 
yohn  P.  Thompson,  Great  Newport  Street  and  No,  5 1  Dean 
Street,  with  the  same  title,  and  also  as  engraved  by 
Bartolozzi.     Knight  lived  for  many  years  after  this  so- 
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called  Bartolozzi  engraving  was  published,  and  apparently 
made  no  protest  against  his  own  work  being  given  to  the 
world  as  the  product  of  another  and  more  eminent 
engraver.  The  head  only  was  engraved  as  a  book-plate 
for  William  Darton  in  1823.  The  portrait  has  also  been 
engraved  in  recent  times  :  e.g.^  in  mixed "  style  by 
G.  S.  Shury,  19J  X  I2f,  1881  j  and  in  mezzotint  by 
Mrs.  M.  Cormack,        X  16,  1903. 

A  reproduction  in  colours  of  this  portrait  forms  the 
frontispiece  to  vol.  iii.  of  the  folio  edition  of  this  Catalogue. 

Notes. — "Miss  Farren's  figure  was  considerably  above 
the  middle  height,  and  of  that  slight  texture  which  allowed 

and  required  the  use  of  full  and  flowing  drapery  

Her  face,  though  not  regularly  beautiful,  was  animated 
and  prepossessing  ;  her  eye,  blue  and  penetrating,  was  a 
powerful  feature  when  she  chose  to  employ  it  on  the 
public,  and  either  flashed  with  spirit  or  melted  with 
softness  as  its  mistress  desired  the  expression  she  wished  to 
convey  ....  in  short,  a  more  complete  exhibition  of 
graces  and  accomplishments  never  presented  itself  for 
admiration  before  the  view  of  an  audience  "  {New  Monthly 
Magazine^  June  ist,  1829,  p.  272).  '*To  dilate  upon  the 
history  of  the  lovely  and  accomplished  Miss  Farren  would 
be  very  superfluous  ;  no  person  ever  has  more  successfully 
performed  the  elegant  levities  of  Lady  Townly  upon  the 
stage,  or  more  happily  practised  the  amiable  virtues  of 
Lady  Grace  in  the  highest  circles  of  society  "  (G.  Colman, 
"Random  Recollections,"  1830,  vol.  i.,  pp.  251-2). 
Even  the  most  censorious  of  critics,  Anthony  Pasquin 
(John  W  illiams),  in  "  The  Children  of  Thespis,"  published 
in  1786,  proclaimed — 

"  Her  port  is  seduction,  her  voice  exiles  pain,'* 
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and  then  went  on  to  declare — 

"  To  copy  her  frame,  where  divinity's  seal  is, 
Would  beggar  the  talents  of  fam'd  Praxiteles, 
See  Psyche  amaz'd  as  she  turns  to  behold 
Such  excellence  cast  in  so  perfect  a  mould." 

In  a  note  to  these  lines  Pasquin  says,  "  Her  weekly  salary 
is_^i6,  and  provides  her  own  cloaths."  "Miss  Farren 
took  her  final  leave  of  the  stage  on  April  yth  [/>.,  8th]^ 
1797,  as  Lady  Teazle,  before  a  fashionable  and  crowded 
audience  at  Drury  Lane  ....  It  was  remarked  that 
Miss  Farren  had  never  performed  with  greater  animation 
and  better  spirits  than  on  this  occasion  ;  nor,  until  the 
play  drew  near  to  the  close,  was  the  least  alteration 
observable  ;  her  manner  then  visibly  changed — indeed  she 
became  unable  to  conceal  how  deeply  she  was  affected. 
Her  concluding  words  (for  such  they  proved),  which 
conveyed  Lady  Teazle's  valedictory  address  to  Lady 
Sneerwell,  the  latter  portion  of  which  might  seem 
applicable  to  her  present  situation,  were  delivered  by  Miss 
Farren  falteringly  :  '  Let  me  also  request.  Lady  Sneerwell, 
that  you  will  make  my  respects  to  the  scandalous  college 
of  which  you  are  a  member,  and  inform  them  that  Lady 
Teazle,  licentiate,  begs  leave  to  return  the  diploma  they 
granted  her,  as  she  leaves  off  practice  and  kills  characters  no 
longer.'  A  passionate  burst  of  tears  here  revealed  the 
sensibility  of  the  speaker ;  while  a  stunning  burst  of  a 
more  cheering  though  not  less  feeling  nature,  from  the 
audience,  followed,  and  no  more  of  the  play  was  listened 
to"  (Mrs.  Mathews,  "Tea  Table  Talk,  Ennobled 
Actresses,"  &c.,  1857,  vol.  i.,  pp.  48-9). 
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The  great  actress.  Sarah,  eldest  daughter  of  Roger  Kemble 
and  sister  of  John  Philip  Kemble ;  born  at  Brecon,  Wales,  on 
July  5,  1755,  and  appeared  on  the  stage  when  quite  an 
infant;  married,  in  1773,  William  Siddons,  an  actor; 
appeared  at  Drury  Lane  in  1775-6  as  "  Portia  "  and  in  other 
characters,  but  without  success;  acted  at  Manchester  1776-7, 
at  Bath  and  Bristol  1777-81  ;  re-appeared  at  Drury  Lane  in 
1782,  and  scored  a  triumphant  success,  which  was  well 
maintained  up  to  the  end  of  her  career,  in  very  many 
characters;  retired  from  the  stage  in  18 12  ;  died  on  June  8, 
1 83 1,  and  buried  in  Paddington  churchyard,  where  a  statue 
to  her  memory  was  erected  in  1897. 

Half  figure,  directed  to  front,  looking  to  left,  face 
seen  in  profile  only  ;  white  dress  high  at  neck, 
with  pinkish  waistband  ;  white  cap  bound  with  light 
purplish  broad  bands ;  long  gold  necklace,  from 
which  a  cameo  is  suspended.  Crayon  drawing  on 
paper,  9^  x  8^. 

Signed  with  initials  and  dated  in  lower  left-hand 
corner  :  T,  L,    May^  ^79^* 

Note. — Lawrence  copied  this  drawing  from  one  exactly 
similar,  which  he  inscribed,  "  This  drawing  is  Miss 
Siddons*s,"  and  signed  and  dated  "  T.  L.  Thursday 
1797.'*  The  earlier  of  these  drawings,  the  whereabouts 
of  which  is  now  unknown,  was  lithographed  as  Plate  I., 
92  X  ih  J-  Lane,  for  his  "Imitations  of  the  Chalk 
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Drawings  of  Sir  Thomas  Lawrence,"  1830,  and  this 
lithograph  is  reproduced  in  O.  G.  Knapp's  "  An  Artist's 
Love  Story,"  1904,  facing  p.  49.  The  second  drawing, 
that  now  in  Mr.  Pierpont  Morgan's  collection,  was 
probably  done  by  Lawrence  as  a  present  for  another 
member  of  the  Siddons  family  or  for  one  of  their  friends. 
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BERNARD  LENS,  The  Younger. 

(1682 — 1740) 

The  third  artist  of  this  name  who  practised  in  London 
during  the  seventeenth  and  eighteenth  centuries ;  born  in 
London  in  1682  ;  studied  at  the  Academy  of  Painting  in 
Great  Queen  Street,  Lincoln's  Inn  Fields  ;  at  an  early  age 
became  famous  for  his  fine  copies  in  water-colours  from 
Rubens,  Van  Dyck,  and  others ;  he  was  also  esteemed  the 
best  miniature  painter  of  his  time,  and  was  successively 
appointed  Limner  to  George  L  and  George  IL ;  taught 
drawing  at  Christ's  Hospital.  His  pupils  included  the  Duke 
of  Cumberland,  the  Princesses  Mary  and  Louisa,  and 
Horace  Walpole  (the  last-named,  in  his  "  Anecdotes  of 
Painting,"  1888  ed.,  iii.,  pp.  253-4,  speaks  of  Lens  as  "the 
incomparable  painter  in  water-colours,"  and  mentions  the 
eldest  of  his  three  sons  as  "  a  clerk  in  my  office  at  the 
Exchequer        Died  at  Knightsb ridge,  Dec.  30,  1740. 


Charles  I.  after  Van  Dyck. 

The  King,  bareheaded,  but  otherwise  in  armour, 
with  buff  boots,  is  seen  nearly  in  profile,  mounted 
on  a  dun-coloured  Spanish  horse  {jineta)^  advancing 
to  the  left.  He  holds  the  bridle  in  his  left  hand, 
while  his  right  rests  on  a  marshaPs  baton  ;  closely 
following  the  horse  is  Sir  Thomas  Morton,  the 
King's  equerry  (whose  figure  is  only  partly  seen), 
bearing  a  plumed  helmet  ;  in  the  background  to  the 
right  is  a  large  tree,  on  the  trunk  of  which  is  hung 
a  tablet  inscribed  with  the  words :  CAROLVS  I. 
REX  MAGN^  BRITANIiE;  to  the  left  is  a 
landscape.    Canvas,  19  x  17. 


BERNARD  LENS,  The  Younger. 

(1682— 1740) 


Charles  I.  after  Van  Dyck  {Continued). 

Signed  and  dated  in  minute  gold  letters  in  lower 
left-hand  corner  : 

Bernard  Lens  Fecit  Aug,  f  12^  1^20, 

Note. — This  is  one  of  the  most  accurate  and  beautiful 
of  Lens'  copies  in  water-colours.  It  is  from  the  famous 
portrait  (12  ft.  X  ft.)  purchased  from  the  Duke  of 
Marlborough  in  1885  for  the  National  Gallery.  An 
exhaustive  account  of  the  original  picture  (which  was 
sold  for  ;^i5o  among  the  effects  of  the  Crown  after  the 
King's  death),  is  given  in  Scharf's  "  Catalogue  Raisonne 
of  the  Pictures  at  Blenheim  Palace,"  1862.  A  fine 
water-colour  sketch  by  Van  Dyck  for  the  trees  in  the 
background  is  in  the  British  Museum,  where  there  is  also  a 
small  study  for  the  horse  in  bistre  pen-and-wash  heightened 
with  white. 


GEORGE  MORLAND. 

(1763— 1804) 

Born  in  the  Haymarket,  London,  on  June  26,  1763,  son  of 
Henry  Robert  Morland,  also  an  artist ;  a  precocious  genius 
whose  work  was  exhibited  at  the  Royal  Academy  at  the  age 
of  ten,  and  in  about  thirty  years  he  is  said  to  have  painted 
some  4,000  pictures ;  one  of  the  earliest  of  his  important 
works,  "  The  Angler's  Repast,"  was  engraved  by  W.  Ward 
in  1780,  and  others  followed  in  rapid  succession;  his  most 
beautiful  work  was  accomplished  in  the  early  'nineties  of  the 
eighteenth  century ;  his  days  appear  to  have  been  about 
equally  divided  between  painting  pictures,  eluding  sheriffs' 
officers,  and  drunken  bouts,  but  when  sober  his  capacity  for 
rapid  work  must  have  been  phenomenal.  He  died  in  a 
spunging  house  in  Eyre  Street,  Clerkenwell,  on  Oct.  29, 
1804,  in  his  forty-second  year.  Between  1773  and  1804  he 
exhibited,  according  to  Graves's  "  Dictionary,"  34  pictures  at 
the  Society  of  Artists,  33  at  the  Free  Society  of  Artists,  and 
38  at  the  Royal  Academy. 

Evening,  or  The  Sportsman's 
Return. 

A  rustic  cottage  overshadowed  by  large  trees  to 
right,  in  the  doorway  of  which  is  the  mother,  seated, 
in  red  dress,  large  white  apron,  greyish  bodice,  and 
white  mob  cap  which  is  bound  with  blue  ribbon ; 
she  is  holding  the  youngest  of  the  four  children 
who  is  welcoming  its  father  with  outstretched  arms  ; 
the  father  is  standing,  leading  by  the  bridle  a 
greyish-brown  horse,  and  holding  up  in  his  left 
hand  a  dead  pheasant,  gun  held  by  the  barrel  in 
right  hand;  to  the  right  is  seen  a  boy  in  brown 
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GEORGE  MORLAND. 

(1763—1804) 


Evening,  or  The  Sportsman's  Return 

{Continued). 

suit,  seated  and  holding  a  dead  hare  ;  in  front  of 
him  is  a  child  in  white  frock,  kneeling  and  holding 
a  leg  of  the  hare  ;  another  lad  in  brown  is  standing 
near  his  mother,  looking  up  at  the  pheasant  ;  four 
grey-and -white  dogs  are  also  looking  up  at  the  dead 
bird  ;  to  left  is  seen  another  cottage  or  outhouse 
surrounded  by  trees.    Canvas,  39  x  48. 

Signed  in  right-hand  lower  corner :  G.  Morland, 

Exhibited. — Society  of  Artists,  1790,  No.  202,  under 
the  title  of  "  The  Cottage  Door." 

Collections  :  Originally  in  the  collection  of  General  the 
Hon.  Stuart,  in  whose  possession  it  was  at  the  time  of 
Grozer's  engraving  in  1 795 ;  and  latterly  in  that  of 
Mr.  Julius  Wernher. 

Engraved  in  mezzotint  by  J.  Grozer,  and  published  by 
the  same,  8,  Castle  Street,  Leicester  Fields,  May,  1795, 
24  X  i8i  (dedicated  to  General  the  Hon.  Stuart);  this 
engraving  has  been  frequently  reproduced ;  e.g.y  facing 
p.  10  of  the  "Catalogue  of  a  Loan  Collection  of  Engraved 
Works  of  George  Morland,  exhibited  at  the  Brasenose 
Club,  Manchester,'*  1889;  as  one  of  the  twelve  Morland 
subjects  in  Hill's  "Calendar,"  1899.  A  process  plate 
from  the  picture  was  published  in  Sedelmeyer's  "Fourth 
Hundred  of  Paintings  by  Old  Masters,"  1897,  p.  105. 

Note. — Among  the  18  works  which  George  Morland 
contributed  to  the  1790  Exhibition  of  the  Society  of 
Artists  there  was  a  companion  pair,  No.  201,  "Encamp- 
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GEORGE  MORLAND. 

(1763— 1804) 

Evening,  or  The  Sportsman's  Return 

[Continued). 

ment  of  Gypsies  (now  engraving  by  J.  Grozer),"  and 
No.  202,  "The  Cottage  Door,  ditto  Companion/'  The 
former  is  undoubtedly  the  original  of  the  mezzotint 
engraved  and  published  by  J.  Grozer  as  "Morning,  or 
the  Benevolent  Sportsman,"  same  date  and  size  as 
"  Evening,  or  the  Sportsman's  Return."  The  prints  were 
published  as  a  companion  pair,  both  pictures  being  at  the 
time  the  property  of  General  the  Hon.  Stuart. 
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HENRY  ROBT.  MORLAND 

(1730— 1797) 

and  GEORGE  MORLAND. 

(1763— 1804) 

H.  R.  Morland  was  the  son  of  George  Henry  Morland, 
and  father  of  George  Morland;  born  about  the  year  1730 ; 
studied  art  under  his  father,  and  executed  portraits  both  in 
oils  and  in  pastels  ;  he  scraped  a  few  mezzotints,  dabbled 
in  picture-dealing  and  cleaning,  and  appears  to  have  been 
equally  unsuccessful  in  almost  everything  he  undertook,  for 
he  was  always  in  difficulties,  and  is  said  to  have  become  a 
bankrupt  more  than  once.  From  1760  to  1792  he  exhibited 
17  pictures  at  the  Society  of  Artists,  93  at  the  Free  Society, 
and  eight  at  the  Royal  Academy.   Died  in  London  Nov.  30, 

1797- 

A  Lady  Ironing. 

Half-figure  of  a  lady  seated  in  a  high-back  chair  at  a 
table  or  ironing-board,  directed  to  front,  and  ironing 
cambric  slips,  the  end  of  one  of  which  she  is  holding 
with  her  left  hand,  whilst  the  right  is  holding  the 
ironing-box,  to  left  is  the  stand  or  rest  for  the  box  ; 
blue-and-white  dress  cut  low  and  with  short  sleeves, 
white  mob  cap  with  blue  band.    Canvas,  30  x  25. 

History. — This  interesting  picture  was  acquired  either 
at  Peter  Coxe's  sale,  mentioned  below,  or  soon  after,  by 
Abraham  Henry  Chambers,  a  banker,  of  the  firm  started 
in  1769  at  152,  New  Bond  Street,  London,  by  Chambers, 
Franks,  Hercy,  and  Birch:  in  1822  the  firm  was  Chambers 
&  Son,  and  was  at  160,  New  Bond  Street.    The  senior 


HENRY  ROBERT  MORLAND 

(1730— 1797) 

and  GEORGE  MORLAND. 

(1763— 1804) 

A  Lady  Ironing  [Continued). 

member  of  the  firm  was  a  very  wealthy  man,  and  was  at 
one  time  sole  proprietor  of  the  Opera  House ;  he  became 
involved  in  some  unfortunate  speculations,  in  consequence 
of  which,  and  of  a  "  run "  on  his  bank,  the  firm  of 
Chambers  &  Son  stopped  payment  in  November,  1824, 
bankruptcy  following  in  due  course.  On  Jan.  3,  1795^ 
Abraham  Henry  Chambers  married  Miss  Mary  RatclifFe, 
of  Seymour  Street,  only  daughter  of  the  late  Tristram 
RatclifFe,  Esq.,  of  Jamaica  (she  died  at  The  Cottage, 
Paddington,  on  Jan.  12,  1849;  ^^^^  property,  valued  at 
j^i,500,  was  administered  by  her  husband).  He  was  the 
second  son  of  Abraham  Chambers,  Esq.,  of  Tunstal  and 
Totteridge  in  Kent  (his  elder  brother  was  Sir  Samuel 
Chambers,  Knt.,  Sheriff  of  Kent  1799),  an  old-established 
county  family,  and  formed  a  collection  of  pictures  and 
drawings,  which  remained  in  the  possession  of  the  family 
until  December  4,  1897,  when  a  part  of  the  collection 
was  sold  at  Christie's,  as  the  result  of  an  application  in  the 
High  Court  of  Justice,  Chancery  Division,  "  Gordon  v. 
Chambers,  Re  Mary  RatclifFe  Chambers'  Trust.  By  order 
of  Mr.  Justice  North."  Abraham  Chambers  died  at  The 
Cottage,  Paddington,  on  Dec.  4,  1854,  aged  90  years, 
"on  the  eve"  of  the  settlement  of  the  bankruptcy 
proceedings. 

Illustrations. — In  Christie's  Sale  Catalogue  ;  Magazine 
of  Jrt^  March,  1898  ;  as  a  Goupil-gravure  plate  under 
the  erroneous  title  of  "The  Countess  of  Coventry," 
14^  X  18  in.,  1898. 


HENRY  ROBERT  MORLAND 

(1730— 1797) 


and  GEORGE  MORLAND. 

(1763-1804) 

Lady  Ironing  {Continued). 

Note. — The  question  of  the  authorship  of  this  charming 
picture,  which  has  been  much  discussed  since  it  was  sold 
at  Christie's  in  1897  for  a  price  far  beyond  Henry 
Morland's  standard,  will  be  set  at  rest  by  the  discovery 
which  it  has  been  our  good  fortune  to  make.  Any  one 
who  compares  the  stiff  drawing  and  thin  technique  of  the 
two  National  Gallery  pictures  with  the  free  and  masterly 
treatment  of  this  "  Lady  Ironing  "  will  feel  sure  that  the 
same  artist  cannot  be  responsible  for  all  three.  This  has 
been  so  keenly  felt  that  many  greater  painters  have  been 
named  in  connection  with  the  picture — Chardin  for 
instance,  with  whose  style  and  handling  it  has  little  in 
common.  Happily,  all  doubts  are  set  at  rest  by  the 
following  passage,  which  will  be  found  in  Hassell's  "Life 
of  George  Morland,"  1806,  p.  191,  reprinted  in  the 
catalogue  of  the  sale,  by  Peter  Coxe,  on  May  7 — 8, 
1807,  of  the  "Morland  Gallery" — a  number  of  George 
Morland's  pictures  which  had  been  exhibited  for  three 
seasons  at  Mrs.  Macklin's  rooms,  39,  Fleet  Street : — 

"Lot  46.  Woman  Ironing.  The  admirers  of 
[George]  Morland  will  feel  a  particular  interest  in  this 
portrait,  commenced  by  his  father  and  finished  by  himself. 
It  possesses  in  an  eminent  degree  spirit,  brilliancy,  and 
character ;  the  countenance  is  full  of  expression  and 
archness,  masked  with  characteristic  simplicity.  The 
projection  of  the  right  arm,  which  seems  to  leave  the 
canvas,  is  inimitably  executed." 

There  is  little  doubt,  then,  that  the  picture  before  us 
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Lady  Ironing  {Continued). 

was,  in  its  origin,  one  of  Henry  Morland's  frequent 
versions  of  his  favourite  subject ;  that  he  merely  sketched 
it;  and  that  his  talented  son,  in  one  of  his  happiest  moods, 
practically  painted  the  picture  asvi^e  see  it.  There  appears 
to  be  no  historical  foundation  for  the  idea  that  the  beautiful 
Misses  Gunning  ever  sat  to  Henry  Morland  for  this  or  for 
other  fancy  pictures. 

The  owner  of  "The  Morland  Gallery"  was  Mr. 
Charles  Chatfield,  of  Camberwell ;  Hassell,  in  his 
"Memoirs  of  the  Life  of  George  Morland,"  1806 
(Preface,  p.  vii.),  refers  to  him  as  the  possessor  of 
"  upwards  of  one  hundred  of  the  choicest  productions  of 
this  great  artist,  many  of  which  are  noticed  in  the  course 
of  this  work ;  and  at  the  end  is  added,  by  way  of 
Appendix,  a  critical  catalogue  of  the  whole  of  this  in- 
valuable collection."  Mr.  Chatfield's  collection  is  also 
named  by  G.  Dawe  in  his  "Life  of  Morland,"  1807, 
p.  229.  The  auctioneer's  advertisements  inserted  in  the 
daily  papers  announcing  the  sale  contained  the  following 
interesting  passage :  "  This  truly  valuable  and  most  im- 
portant Collection  of  Original  Paintings  is  the  property 
of  a  Gentleman  who  has  made  the  selection  with  the 
utmost  care  and  judgment,  and  who  in  his  zeal  for  the 
honour  of  the  British  school  and  love  for  the  Arts, 
having  first  gratified  the  public  with  the  continued  sight 
of  them  for  a  long  period,  ultimately  offers  them  up  to 
sale,  with  the  view  to  enrich  the  Cabinets  of  the  judicious 
Collectors,  by  thus  presenting  before   them,  for  their 
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Lady  Ironing  {Continued), 

choice  and  purchase,  the  best  productions  of  this  great 
artist's  incomparable  pencil  in  the  highest  state  of  pre- 
servation and  beauty."  By  an  unfortunate  coincidence 
the  sale  clashed  with  a  hotly-contested  election  in  London, 
and  no  report  of  the  sale  appeared  in  the  daily  papers  of 
the  period.  There  are  priced  copies  of  the  Sale  Cata- 
logue in  Mr.  Pierpont  Morgan's  library,  in  the  South 
Kensington  Museum,  and  at  the  British  Museum,  but  in 
no  case  are  the  names  of  the  various  purchasers  given. 


REV.  MATTHEW  WILLIAM 

PETERS,  R.A. 

(1742— 1814) 

Son  of  a  Customs-House  Officer ;  born  in  the  Isle  of  Wight 
in  1742,  removed  with  his  parents  to  Dublin,  and  received 
art  instruction  from  Robert  West  in  that  city ;  in  1759  he 
obtained  a  premium  from  the  Society  of  Arts ;  entered  the 
Church,  and  was  Prebendary  of  Lincoln  and  Chaplain  to  the 
Prince  Regent;  exhibited  at  the  Royal  Academy  from  1769 
to  1785  j  elected  an  Associate  in  1771,  and  full  Academician 
in  1777;  he  resigned  in  1790,  and  died  at  Brasted  Place, 
Kent,  in  18 14.  He  painted  many  portraits  and  fancy  sub- 
jects, some  of  which  are  engraved ;  he  was  satirised  by 
"  Peter  Pindar,"  who  compared  him  to  "  Luke  the  Saint," 
"  a  man  of  Gospel,  art,  and  paint/' 

Kitty  Fisher. 

Catherine  Maria,  daughter  of  a  German  staymaker,  and 
equally  famous  as  a  courtesan  and  as  a  sitter  to  Sir  Joshua 
Reynolds.  The  date  of  her  birth  is  unknown.  When  she 
was  about  twenty  years  of  age  she  was  living  under  the 
protection  of  Captain  Keppel,  which  probably  accounts  for 
her  sitting  to  Reynolds,  who  frequently  painted  her  from 
1759  to  1767.  After  many  vicissitudes  she  married, 
November  9,  1766,  Mr.  John  Norris,  of  Hempstead  Manor, 
Benenden,  Member  of  Parliament  for  Rye.  She  died  at 
Bath  in  March,  1767, ''aged  about  twenty-six,"  a  "victim 
to  cosmetics,"  and  was  buried  at  Benenden,  Kent. 

To  waist,  directed  to  front  and  looking  at  spectator, 
nearly  full-face ;  in  low  creamy-white  dress  and 
brown  striped  over-dress  ;  head  inclined  to  right, 
supported  by  the  left  hand,  which  rests  lightly  on 
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Kitty    Fisher  {Continued), 

the  shoulder  ;  this  hand  (the  only  one  seen)  is 
covered  with  a  long  suede  glove  ;  narrow  blue 
ribbon  round  the  neck;  gray  hat  trimmed  with 
black  lace  ;  fresh  complexion,  dark  dreamy  eyes. 
Panel,  24  x  29^. 

Note. — -This  and  the  following  picture  form  a  companion 
pair.  As  will  be  seen  on  the  opposite  page,  J.  R.  Smith 
engraved  the  "  Mrs,  Jordan  " ;  apparently  the  above  work 
was  never  engraved.  Smith's  print  of  "Love  in  her  Eye 
sits  Playing"  wsls  the  pendant  of  "Sylvia,'*  also  engraved 
by  him,  after  Peters,  and  published  December  28,  1778,  by 
J.  Walker,  of  13,  Parliament  Street.  This  print  shows  a 
young  lady  reclining  in  bed,  facing  and  looking  to  front, 
head  inclined  to  left  and  supported  by  pillow  at  back, 
elaborate  night  cap  tied  under  chin,  bosom  bare,  left 
hand  under  right  breast.  It  is  quite  possible  that  the 
same  person  sat  to  Peters  for  both  the  "  Sylvia  "  and  the 
"  Kitty  Fisher  "  now  before  us. 


REV.  MATTHEW  WILLIAM 

PETERS,  R.A. 

(1742— 1814) 

Mrs.  Jordan. 

Dorothy  Jordan,  a  native  ot  Waterford,  Ireland,  where  she 
was  born  about  1762;  first  appeared  on  the  stage  in  Dublin 
in  1777,  and  afterwards  at  Leeds  and  York  ;  made  her  debut 
at  Drury  Lane,  London,  in  1785  as  "  Peggy  "  in  The  Country 
Girl^  and  achieved  a  great  success.  She  had  children  by 
Richard  Daly  and  Sir  Richard  Ford,  and  was  the  mistress  of 
the  Duke  of  Clarence,  afterwards  William  IV.,  from  1791 
to  181 1,  during  which  period  she  bore  him  ten  children; 
died  at  St.  Cloud,  France,  July  13,  18 16. 


To  waist,  directed  to  front,  nearly  full-face,  looking 
at  spectator  with  a  provocative  smile  ;  in  decollete 
dress  with  open  bosom  ;  the  index  finger  of  the 
left  hand  on  right  breast ;  creamy-brown  or  slate- 
coloured  bodice,  with  dull-red  cloak,  white  chiiFon 
around  shoulders  ;  large  thick  brown  hat  tilted  over 
forehead  and  crowned  with  a  bunch  of  black 
feathers  ;  dark  hair  falling  in  curls  over  neck  and 
shoulders  ;  grey  curtain  background.  Panel, 
24  X  29^. 


Engraved  in  mezzotint  by  J.  R.  Smith,  15I  in.  x  14  in., 
May  I,  1778,  and  published  with  the  title  "Love  in  her 
Eye  sits  Playing"  by  J.  Boydell,  Cheapside;  it  has  been 
frequently  reproduced,  e,g,^  Mrs.  Frankau's  "John  Raphael 
Smith,"  1902,  facing  p.  165,  and  A.  Dayot's  "  L'Image 
de  la  Femme,"  p.  288. 
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SIR  HENRY  RAEBURN,  R.A. 

(1756—1823) 


Lady  Maitlarid. 

Catherine,  daughter  of  Daniel  Connor,  Esq.,  of  Ballybricken, 
Co.  Cork,  and  Orme  Square,  London  ;  married  at  Cork, 
April,  1804,  Sir  Frederick  Lewis  Maitland  (grandson  of  the 
6th  Earl  of  Lauderdale),  Rear-Admiral  and  K.C.B.,  Admiral 
Superintendent  of  Portsmouth  Dockyard,  Captain  of  the 
Bellerophon  on  the  surrender  of  Napoleon  Bonaparte  on  board 
that  ship,  July  15,  181 5.  Lady  Maitland  died  at  Lindores, 
Co.  Fife,  in  1865. 

Nearly  whole-length  figure,  seated  in  a  landscape 
under  a  tree,  directed  to  left  and  looking  at  spec- 
tator, nearly  full  face  ;  in  white  dress  cut  to  V-shape 
at  neck,  slate-coloured  shawl  round  shoulders,  wear- 
ing gold  neck-chain  from  which  is  suspended  a  pearl 
(or  very  small  locket);  brown  hair  falling  in  ringlets 
over  forehead  and  bound  with  dark  velvet  ribbon  ; 
hands  folded  in  lap,  blood -colour  signet -ring  on 
index  finger  of  left  hand  ;  landscape  and  hills  in 
distance  to  left.    Canvas,  50  x  40. 

Painted  about  18 17. 

Exhibited. — Raeburn  Exhibition,  Royal  Academy,  Edin- 
burgh, 1876,  No.  215  (Rear-Admiral  W.  H.  Maitland- 
Dougall,  of  Scotscraig)  5  Agnew's  Eleventh  Annual  Exhi- 
bition, November — December,  1905,  No.  15. 

References.— Sir  Walter  Armstrong's  "  Sir  H.  Raeburn, 
R.A.,"  1901,  p.   108;   E.  Pinnington's   "Sir  Henry 
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(1756—1823) 

Lady  Maitland  {Continued), 

Raeburn,  R.A.,"  1904,  p.  240 ;  and  W.  Raeburn  Andrew's 
"Life,"  1894,  p.  139. 

Note. — Lady  Maitland  excited  the  admiration  of  Napoleon, 
as  may  be  seen  in  the  following  interesting  extracts  from 
her  husband's  Narrative  of  "  The  Surrender  of  Napoleon  " 
(edition,  1904): — "When  I  showed  him  (Bonaparte)  into 
the  cabin  he  looked  round  and  said,  '  Une  belle  chambre,* 
.  .  .  I  answered,  '  Such  as  it  is,  Sir,  it  is  at  your 
service  while  you  remain  on  board  the  ship  I  command.' 
He  then  looked  at  a  portrait  that  was  hanging  up,  and 
said,  '  Qui  est  cette  jeune  personne  ? '  '  My  wife,'  I 
replied.  'Ah!  EUe  est  tres  jeune  et  tres  jolie*" 
(pp.  69-70).  On  the  Bellerophon  anchoring,  "  Sir  Richard 
and  Lady  Strachan,  accompanied  by  Mrs.  Maitland,  came 
alongside  the  ship.  Bonaparte  was  walking  the  deck,  and 
when  I  told  him  my  wife  was  in  the  boat,  he  went  to  the 
gangway,  pulled  ofF  his  hat,  and  asked  her  if  she  would 
not  come  up  and  visit  him.  She  shook  her  head ;  and  I 
informed  him  that  my  orders  were  so  positive,  I  could  not 
even  allow  her  to  come  on  board.  He  answered,  '  C'est 
dur,  9a.'  And  addressing  himself  to  her,  '  Milord  Keith 
est  un  peu  trop  severe,  n'est-ce-pas,  Madame?  '  He  then 
said  to  me,  '  Ma  foix,  son  portrait  ne  la  flatte  pas  ;  elle  est 
encore  plus  jolie  que  lui'"  (p.  132).  The  portrait  of  Lady 
Maitland  which  hung  in  the  cabin  of  the  Bellerophon  was  a 
miniature,  which  is  reproduced  in  the  1904  edition  of  the 
above-mentioned  "  Narrative." 


SIR  HENRY  RAEBURN,  R.A. 

(1756—1823) 


Miss  Ross. 

Isabella  Ross,  wife  of  George  Bell,  M.D. 

Nearly  whole-length  figure,  seated  in  a  landscape 
under  a  tree,  looking  to  right ;  in  white  dress  cut 
low,  with  slate-coloured  over-dress  trimmed  with 
biack  lace  ;  brown  hair  falling  in  ringlets  over  fore- 
head ;  trees  in  the  distance.    Canvas,  50  x  40. 

Painted  in  1801 — 2. 

Exhibited.  —  Messrs.  Agnew's  Annual  Exhibition, 
November — December,  1906,  No.  16. 


SIR  JOSHUA  REYNOLDS, 

PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1723—1792) 

Born  at  Plympton,  Devon,  on  July  i6,  1723,  son  of  the 
Rev.  Samuel  Reynolds,  master  of  the  Plympton  Grammar 
School  ;  said  to  have  mastered  the  rules  of  perspective  before 
he  was  eight  years  of  age  ;  came  to  London  in  October, 
1740,  and  studied  for  about  two  years  under  Thomas 
Hudson;  returned  to  Devonshire,  and  remained  there 
painting  portraits  for  two  years;  lived  in  London  from  1744, 
until  he  went  to  Italy  in  May,  1749  ;  studied  at  Rome, 
which  he  left  in  1752;  settled  in  London,  and  at  once 
became  the  most  popular  portrait  painter  of  the  day ;  ex- 
hibited at  the  Society  ot  Artists  from  1760 ;  one  of  the 
founders  of  the  Royal  Academy  in  1768,  and  on  Dec.  10 
elected  its  first  President  ;  knighted  on  April  21,  1769  ;  in 
twenty-one  years  he  exhibited  247  pictures.  Died  on 
Feb.  23,  1792  ;  buried  in  the  crypt  of  St.  Paul's  Cathedral 
on  March  3. 

Lady  Betty  Delme  and  Children. 

Lady  Elizabeth  Howard,  daughter  of  Henry,  4th  Earl  of 
Carlisle,  by  his  second  wife  Isabella  (daughter  of  William 
4th  Lord  Byron);  born  in  1747;  married,  first,  Feb.  16, 
1769,  Peter  Delme,  Esq.  (who  died  in  1789),  of  Tichfield 
Place,  Hants,  Erie  Stoke,  Hants,  and  Cannon  Hill,  Berks, 
M.P.  for  Morpeth  ;  and,  secondly,  on  Jan.  13,  1794,  Captain 
Charles  Garnier,  R.N.  (he  was  drowned  Dec.  16,  1796); 
died  in  June,  1813.  Lady  Betty  Delme  was  known  as 
"  The  Beauty  of  the  Court  of  Queen  Charlotte."  The 
identity  of  the  children  is  dealt  with  in  the  Note  below. 

Whole-length,  seated  in  a  landscape  at  the  foot  of  a 
tree,  directed  to  front,  full  face,  and  looking  slightly 


SIR  JOSHUA  REYNOLDS, 

PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1723— 1792) 


Lady  Betty  Delme  and  Children  {Continued), 

to  the  right  ;  white  low  dress,  dull  terra-cotta  cloak 
over  left  shoulder  and  lap ;  hair  dressed  high,  bound 
with  red  band,  a  plait  hanging  over  her  right 
shoulder  ;  her  left  arm  is  round  the  children,  who 
are  standing  at  her  knee,  her  right  hand  holds  the 
boy's  wrist  ;  the  boy  is  in  a  red  dress,  with  Vandyke 
collar  and  striped  waistcoat  ;  the  younger  of  the  two 
children  is  in  white  with  a  blue  sash,  nestling  close 
to  the  elder  child  ;  a  long-haired  toy  dog  (a  Scotch 
terrier)  is  beside  them.    Canvas,  93  x  57. 

Painted  in  1777  ;  paid  for,  June  10,  1780,  £2^0 
(Graves  and  Cronin's  "  Works  of  Sir  Joshua 
Reynolds,"  1899,  vol.  i.,  p.  241,  and  vol.  iv., 
p.  1296). 

The  picture  remained  at  Cams,  near  Fareham,  until  sold 
by  order  of  Henry  Delme,  Esq.,  at  Christie's  on  July  7, 
1894,  lot  63. 

Engraved  in  mezzotint  by  Valentine  Green,  23f  x  15 J, 
July  I,  1779  (the  original  price  of  this  engraving  was  15;., 
or  to  subscribers,  I2s.  ;  in  March,  1901,  at  the  Blyth  sale, 
an  example  of  the  first  state  realised  920  guineas) — the 
engraving  was  dedicated  to  Lady  Betty  Delme ;  and  by 
S.  W.  Reynolds  (or  rather  by  S.  Cousins,  R.A.,  during 
his  apprenticeship  to  S.  W.  Reynolds),  6^x4,  circa  1820, 
as  No.  60  for  the  series  of  "  Engravings  from  the  Works 
of  Sir  Joshua  Reynolds,"  published  by  S.  W.  Reynolds  in 


SIR  JOSHUA  REYNOLDS, 

PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1723— 1792) 

Lady  Betty  Delme  and  Children  {Continued). 

four  volumes  folio.  The  engraving  by  Green  has  been 
frequently  reproduced  by  various  processes. 

Exhibited. — Old  Masters,  1895,  No.  130  (C.  J.  Wer- 
theimer,  Esq.). 

Note. — The  tw^o  children  in  the  above  picture  are  usually 
described  as  a  boy  and  a  girl ;  but  there  can  be  no  reason- 
able question  about  their  being  the  tv^^o  eldest  sons  of 
Peter  Delme  and  Lady  Betty  Delme  :  (i)  John  Delme, 
of  Cams  Hall,  Fareham,  born  on  July  25,  1772,  married 
Frances,  eldest  daughter  of  George  Garnier,  Esq.,  of 
Wickham,  Hants,  and  died  in  1810  ;  and  (2)  Emilius 
Henry,  born  on  March  28,  1774,  married,  July  27,  1802, 
Anne  Melicent,  sister  and  heir  of  Charles  John  Clarke, 
Esq.,  of  Hitchin  Priory  ;  on  his  marriage  he  assumed  the 
surname  and  arms  of  RadclifFe  ;  died  Feb.  26,  1832.  A 
comparison  of  the  dates  of  birth  vv^ith  the  date  of  the 
painting  will  leave  no  grounds  for  any  other  supposition 
than  that  the  children  are  the  tw^o  eldest  boys.  Lady 
Betty  Delme*s  only  daughter  was  not  born  until  some 
years  after  Reynolds  painted  this  picture,  and  she  died 
young  in  1794. 
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Philadelphia,  daughter  of  James  De  Lancey,  Lieutenant- 
Governor  of  New  York  in  1753  ;  born  in  1758  ;  married 
Stephen  Payne,  of  Tofts  Hall,  Norfolk,  who  assumed,  by 
Act  of  Parliament,  March  21,  1762,  his  mother's  maiden 
name  (and  arms)  of  Gallwey  ;  died  in  1785,  aged  27. 
Her  son  Charles,  the  elder  of  her  two  children,  entered  the 
Army  and  attained  to  the  rank  of  Captain  ;  died  from  the 
effects  of  a  lire  at  his  lodgings  in  Maddox  Street,  London,  on 
April  19,  1795,  aged  19  years. 

The  mother  is  in  profile,  half- figure,  life-size, 
standing  to  left  in  a  landscape,  carrying  the  child  on 
her  back,  her  right  hand  holding  his  left  arm  ;  light 
dress  with  pink  robe,  white  lace  head-dress  tied 
under  her  chin  ;  a  plait  of  hair  falls  down  on  her 
neck  ;  the  child,  who  is  looking  over  his  mother's 
left  shoulder,  is  wearing  a  straw  hat  ;  background 
an  open  landscape.    Canvas,  29^^  x  24.^, 

Painted  in  1778;  paid  for  in  December,  1779, 
£jo  (Graves  and  Cronin's  "  History  of  the 
Works  of  Sir  Joshua  Reynolds,"  1899,  vol.  i., 
PP-  343-4)- 

Exhibited. — Royal  Academy,  1779,  No.  253,  as  "A 
Lady  with  Child " ;   International  Exhibition,  London, 
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(1723— 1792) 


Gallwey  and  her 


SIR  JOSHUA  REYNOLDS, 

PRESIDENT  OF  THE  ROYAL  ACADEMY, 
(,723—1792) 

Mrs.  Payne  Gallwey  and  her  son  Charles 

[Continued), 

1862,  No.  63  (Lord  Monson) ;  Old  Masters,  1886,  No.  41 
(the  same);  Old  Masters,  1895,  No.  31  (Mr.  Pierpont 
Morgan);  Paris  Exhibition,  1900  (the  same);  Birming- 
ham Loan  Collection,  1903,  No.  15  (the  same). 

Sold  at  Christie's,  May  12,  1888,  lot  18,  Lord  Oxen- 
bridge  [olim  Lord  Monson)  owner. 

Illustrations. — Engraved  in  mezzotint  by  J.  R.  Smith, 
13X  II  in.,  and  published  Feb.  i,  1780 — there  are  copies 
of  the  first  and  second  states  in  the  British  Museum ;  by 
S.  W.  Reynolds  (or  rather  by  S.  Cousins,  R.A.,  during 
his  apprenticeship  to  S.  W.  Reynolds),  3!  x  3J  in..  No.  87 
in  the  series  of  "  Engravings  from  the  Works  of  Sir 
Joshua  Reynolds,"  circa  1820,  issued  by  S.  W.  Reynolds; 
by  G.  J.  Zobel,  13JX  11  in.,  1874,  as  Pick-a-Back  "  ; 
frontispiece  to  F.  G.  Stephens's  "English  Children  as 
Painted  by  Sir  Joshua  Reynolds,"  1884;  Paris  Exhibition 
Number  of  The  Art  Journal^  1900,  p.  193;  Illustrated 
Catalogue  of  the  Birmingham  Exhibition,  1903.  The 
engravings  of  this  charming  picture  have  been  frequently 
copied  and  reproduced  in  innumerable  magazines  and 
papers. 

Notices. — "  The  lady  has  a  child  on  her  back,  and  looks 
in  everything  but  her  dress  like  an  Irish  or  Welsh  mother 
on  a  journey"  [St.  Jameses  Chronicle^  May  4,  1779,  quoted 
by  Graves  and  Cronin).  "  Mrs.  Payne  Gallwey,  the  wife 
of  his  Dilettanti  sitter,  carrying  her  pretty  boy  pick-a- 
back ;  one  of  his  sweetest  and  silveriest  though  slightest 
works  "  (Leslie  and  Taylor's  "  Life  of  Reynolds,"  vol.  ii., 
p.  224).    "  The  lovely  picture  of  Mrs.  Payne  Gallwey. 
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.  Payne  Gallwey  and  her  son  Charles 

{Continued), 

....  The  little  girl  [it  is  a  boy]  clings  to  her  [his] 
mother's  shoulder,  half  afraid  of  tumbling,  but  all  the 
while  proud  of  her  [his]  lofty  position,  while  the  mother 
supports  the  baby  with  her  hands,  and  seems  to  enjoy  the 
fun  of  being  painted  in  this  attitude.  The  landscape  is 
very  beautiful,  and  is  another  proof  of  the  folly  of  regarding 
Reynolds  merely  as  a  portrait  painter "  (F.  S.  PuUing's 
"Sir  Joshua  Reynolds,"  1886,  p.  65). 

Note. — According  to  some  writers  Mrs.  Payne  Gallwey 
was  a  daughter  of  "  Oliver  De  Lancey,  of  New  York,  who 
lost  a  large  property  through  his  attachment  to  the  English 
Government  in  the  American  Revolution."  Stephen 
Payne  Gallwey,  husband  of  this  lady,  was  painted  in  the 
second  of  Sir  Joshua  Reynolds'  two  pictures  of  groups  of 
the  members  of  the  Dilettanti  Society ;  he  is  seated  to  left, 
drinking  from  a  glass,  and  sat  to  Reynolds  in  November, 
1777.  Some  notes  on  the  De  Lancey  family  appeared  in 
Notes  and  ^eries  of  Jan.  27,  1906. 

An  unfinished  sketch  for  this  picture  on  canvas,  22J  X 
17  J  in.  (oval),  was  exhibited  at  the  Old  Masters,  Burlington 
House,  in  1890,  No.  i,  by  the  Rev.  B.  Gibbons. 


SIR  JOSHUA  REYNOLDS, 


PRESIDENT  OF  THE  ROYAL  ACADEMY 


(1723  — 1792) 


George  Viscount  Maiden  and 


George  Lord  Maiden,  eldest  son  and  heir  of  William  Anne, 
4th  Earl  of  Essex;  born  Nov.  13,  1757;  educated  at  Corpus 
Christi  College,  Cambridge;  M.P.  for  Westminster,  1779; 
for  Lostwithiel,  1781 ;  for  Oakhampton,  1784;  Radnor, 
1794,  1796;  succeeded  his  father  as  5th  Earl  of  Essex, 
March  5,  1799;  D.C.L.,  F.S.A.,  Recorder  and  High 
Steward  of  Leominster,  and  or  d  Lieutenant  of  Hereford- 
shire ;  twice  married,  but  died  s.p.  April  23,  1839,  when  he 
was  succeeded  by  his  nephew,  the  eldest  son  of  his  half- 
brother. 

Elizabeth,  eldest  daughter  of  William,  4th  Earl  of  Essex  ; 
born  Aug.  10,  1755  ;  married,  July  13,  1777,  John,  3rd  Lord 
Monson ;  died  Feb.  23,  1834. 

Whole-length  figures  of  two  children  in  a  landscape  ; 
the  boy  in  Vandyke  fancy  dress,  standing,  holding 
a  cane  in  right  hand,  with  left  hand  on  hip  ;  the  girl 
in  white  dress,  sitting  on  a  bench,  holding  a  garland 
of  flowers,  and  looking  up  at  her  brother,  a  basket 
of  flowers  at  her  feet,  left  arm  resting  on  a  pedestal 
on  which  is  a  vase.    Canvas,  72  x  57. 

Canvas  inscribed  at  bottom  right-hand  corner  :  Geo. 
Viscount  Maiden  and  Lady  Eliz,  Capel  only  son  and 
daughter  of  the  Earl  of  Essex  by  his  wife  Frances 
dau''.  of  S''  Ch.  Coningsby,  Ld,  Maiden ^  <etat,  10; 
Lady  Eliz,  Capel.,  (etat.  13.    /.  Reynolds pinx*,  1768. 


Elizabeth 
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George  Viscount  Maiden  and 
Lady  Elizabeth  Capel  {Continued). 

Painted  in  1767-8.  Paid  for  May  17,  1768,  by- 
Lady  Frances  Coningsby,  their  grandmother,  ^175 
(Graves  and  Cronin's  "  History  of  the  Works  of 
Sir  Joshua  Reynolds,  P.R.A./'  1899,  vol.  iii., 
p.  608). 

Exhibited. — Old  Masters,  1878,  No.  263  (Earl  of 
Essex);  same  place,  1896,  No.  121  (Mr.  Pierpont 
Morgan). 

Illustrations. — Engraved  in  mezzotint  by  Charles 
Turner,  i8f  X  14J  in.,  July  14,  18 1 7  (of  this  there  are 
two  states,  one  before  any  letters,  and  the  other  with 
artists'  names);  and  by  R.  B.  Parkes,  7f  x  5^,  1864. 

A  sketch  on  canvas,  24  X  20  in.,  for  the  above,  came 
into  the  possession  of  Richard  Ford  in  1824,  and  is 
mentioned  by  Graves  and  Cronin  as  being  "  recently  the 
property  of  his  son,  the  late  Right  Hon.  Sir  Francis  Clare 
Ford,  G.C.B. ;  it  hangs  at  17,  Park  Street,  London." 


SIR  JOSHUA  REYNOLDS, 

PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1723— 1792) 

Cupid  as  a  Link  Boy. 

Half-figure  of  a  boy  in  a  brown  dress,  as  Cupid, 
holding  a  torch  or  link,  standing  to  right  and 
looking  back  over  his  right  shoulder ;  old  buildings 
and  landscape  in  the  background.    Canvas,  29  x  24. 

Painted  in  (or  before)  1777. 

Exhibited. — British  Institution,  18 17,  No.  60,  and  1823, 
No.  12  (Duchess  of  Dorset)  ;  same  place,  1840,  No.  85  ; 
Old  Masters,  1875,  No.  16  (Earl  De  La  Warr),  and  same 
place,  1896,  No.  20  (Alexander  Henderson,  Esq.). 

Engraved  in  mezzotint  by  J.  Dean,  13J  X  11  in.,  Aug. 
I,  1777,  and  by  S.  W.  Reynolds,  5i  X  4  in.,  No.  35, 
in  the  series  of  "Engravings  from  the  Works  of  Sir  J. 
Reynolds,"  circa  1820. 

Reference. — Graves  and  Cronin's  "History  of  the  Works 
of  Sir  Joshua  Reynolds,  P.R.A.,"  1899,  vol.  iii.,  p.  1140. 

Note. — This  picture  is  called  "  Covent  Garden  Cupid  " 
by  Malone  ;  it  was  purchased  from  the  Knole  Collection 
of  Lord  Sackville  by  Messrs.  Thomas  Agnew^  and  Sons, 
who  sold  it  to  Mr.  Henderson ;  soon  after  1896  it  became 
the  property  of  Mr.  Pierpont  Morgan.  Reynolds,  accord- 
ing to  Northcote,  "delighted  much  in  marking  the  dawning 
traits  of  the  youthful  mind,  and  the  actions  and  bodily 
movements  even  of  infants ;  and  it  was  by  these  means  that 
he  acquired  the  ability  which  enabled  him  to  portray  children 
with  such  exquisite  happiness,  truth  and  variety"  (North- 
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Cupid  as  a  Link  Boy  {Continued). 

cote's  "Memoirs  of  Sir  Joshua  Reynolds,"  1813,  p.  239). 
In  these  days  of  gas  and  electricity  it  is  impossible  to 
realise  the  prominent  part  which  the  "linkboy"  played 
in  every-day  life  in  the  time  of  Reynolds.  The  linkboy, 
or  linkman,  was  at  once  a  convenience  and  a  menace :  he 
conducted  foot-passengers  to  their  homes  at  night,  and 
sometimes  robbed  them  if  a  suitable  opportunity  presented 
itself.  Hence  the  following  couplet  in  Gay's  "Trivia," 
iii.  : — 

"  Though  thou  art  tempted  by  the  linkman 's  call, 
Yet  trust  him  not  along  the  lonely  wall." 
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(1723— 1792) 

The  Babes  in  the  Wood.  ; 

A   summer   afternoon    scene,  with  whole-length  M/^.UsckAXC^  ^. 

figures  of  two  little  children  sleeping  in  a  woody  land-  JliAA^u 

scape,  the  elder  sitting  against  the  trunk  of  a  large 

tree,  in  white  dress  with  short  sleeves,  and  dark 

sash,  no  shoes  or  stockings,  head  falling  on  breast, 

fair  curly  hair,  a  robin  perched  on  right  shoulder 

singing  to  another  on  the  branch  of  the  tree  ;  the 

younger  child,  also  in  white  dress,  lying  full-length 

beside   the   other ;    figures  (presumably  the  two 

ruflfians  hired  by  the  wicked  uncle  to  murder  the 

children)  in  the  distance.     Canvas,  39  x  37. 

Painted   in    1770,  and   paid  for   by  Viscount 
Palmerston,  50  gs. 

Exhibited. — Royal  Academy,  1770,  No.  149;  British 
Institution,  18 13,  No.  19  (Viscount  Palmerston);  Old 
Masters,  1871,  No.  247  (Right  Hon.  W.  Cowper- 
Temple);  and  again  at  the  same  place  in  1896,  No.  3 
(John  H.  MacFadden,  Esq.). 

Engraved  in  mezzotint  by  James  Watson,  12J  by  lof ; 
the  first  state  of  this  engraving  was  published  by  the 
engraver,  June  2,  1772,  and  the  second  by  J.  Bretherton, 
April  I,  1776. 

History. — The  original  purchaser  of  this  picture  was 
Henry  Temple,  2nd  Viscount  Palmerston,  and  it  was 
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PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1723— 1792) 

The  Babes  in  the  Wood  {Continued), 

inherited  by  his  son,  the  3rd  (and  last)  Viscount,  who 
exhibited  it  at  the  British  Institution,  as  above  stated,  and 
who  died  Oct.  18,  1865,  when  the  title  became  extinct.  It 
then  passed  into  the  possession  of  the  Right  Hon.  William 
Francis  Cowper  (afterwards  Cowper-Temple),  second  son 
of  the  5th  Earl  Cowper,  the  distinguished  legislator,  raised 
to  the  peerage  in  1880  as  Baron  Mount-Temple  (181 1 — 
1888) ;  its  next  owner  was  the  Right  Honourable  Anthony 
Evelyn  Ashley,  son  of  the  7th  Earl  of  Shaftesbury,  and 
Private  Secretary  to  Lord  Palmerston,  whose  country  seat, 
at  Broadlands,  Romsey,  Hants,  was,  after  the  death  of 
Lady  Palmerston,  successively  in  the  possession  of  Lord 
Mount-Temple  and  the  Right  Hon.  Anthony  Evelyn 
Ashley,  from  the  latter  of  whom  Messrs.  Thos.  Agnew 
&  Sons  purchased  the  above-described  picture ;  it  was 
sold  to  Mr.  MacFadden,  from  whom  Messrs.  Agnew 
again  purchased  it. 

References. — Graves  and  Cronin,  "History  of  the  Works 
of  Sir  Joshua  Reynolds,  P.R.A.,"  pp.  1 132-3,  145 1  ;  and 
E.  Hamilton,  "Catalogue  Raisonne  of  the  Engraved 
Works  of  Sir  Joshua  Reynolds,*'  1884,  p.  144,  where  the 
picture  is  called  "Children  in  the  Wood." 

Notes. — Horace  Walpole's  comment  on  this  picture, 
when  it  was  exhibited  at  the  Royal  Academy,  was, 
"  Charming  idea !  "  Reynolds  painted  two  pictures  of 
"  Children  in  the  Wood,"  but  there  can  be  no  possible 
confusion  between  them;  the  second  and  later  picture  was 
painted  in  1785-6,  and  was  at  the  Royal  Academy  of 
1786:  they  were  the  children  of  Benjamin  Vandergucht. 
The  identities  of  the  two  children    in    Mr.  Pierpont 
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PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1723— 1792) 

The  Babes  in  the  Wood  {Continued), 

Morgan's  picture  are  not  known.  "  The  origin  of  this 
....  picture  was,  like  that  of  many  of  his  conceptions, 
accidental.  I  have  heard  from  Northcote  that  it  was  his 
(Reynolds's)  custom,  on  meeting  a  picturesque  beggar  in 
the  street — man,  woman  or  child — to  send  him  or  her  to 
his  house,  to  wait  his  leisure  in  a  lower  apartment ;  and 
in  the  intervals  between  his  appointments  he  would  order 
one  of  them  into  his  painting  room  to  sit  for  a  fancy 
picture.  It  would  sometimes  happen  that,  while  his 
throne  was  thus  occupied,  a  thundering  peal  at  the  street 
door  would  be  heard ;  the  beggar  hurried  away,  and  some 
full-dressed  duchess  would  sail  in  and  seat  herself  in  the 
vacated  chair.  '  If  she  could  but  have  known,'  said 
Northcote,  ^^who  had  just  left  it!  '  It  happened  once,  as 
it  often  did,  that  one  of  these  little  sitters  fell  asleep,  and 
in  so  beautiful  an  attitude  that  Sir  Joshua  instantly  put 
away  the  picture  he  was  at  work  on,  and  took  up  a  fresh 
canvas.  After  sketching  the  little  model  as  it  lay,  a  change 
took  place  in  the  position  ;  he  moved  his  canvas  to  make 
the  change  greater,  and,  to  suit  the  purpose  he  had  con- 
ceived, sketched  the  child  again.  The  result  was  the 
picture  of  the  *  Babes  in  the  Wood,'  now  in  the  possession 
of  Viscount  Palmerston  ....  the  expression  of  repose 
in  the  principal  figure  is  admirable"  (Leslie  and  Taylor's 
"  Life  of  Reynolds,"  vol.  i.,  pp.  358-9).  The  particular 
incident  in  the  story  which  Reynolds  has  here  illustrated 
is  obviously  that  where  one  of  the  two  ruffians  relented, 
and  has  just  killed  his  companion,  who  is  lying  prostrate, 
whilst  the  murderer  is  fleeing  from  the  scene. 
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GEORGE  ROMNEY. 


(1734— t8o2) 

Born  at  Dalton-le-Furness,  Lancashire,  Dec.  15,  1734,  son 
of  John  Romney,  a  cabinet-maker ;  apprenticed  to  an  itinerant 
artist  named  Christopher  Steele  ;  practised  portrait  painting 
at  Kendal  for  five  years,  charging  two  guineas  for  a  half- 
length  ;  left  for  London  March  14,  1762,  and  rapidly 
obtained  patrons;  visited  France  in  1764,  and  in  1773;  spent 
two  years  in  Italy  studying  art ;  settled  in  Cavendish  Square 
in  1775,  and  for  nearly  a  quarter  of  a  century  enjoyed  an 
immense  popularity,  often  having  six  sitters  per  day.  Emma 
Hart  (afterwards  Lady  Hamilton)  first  sat  to  him  in  1782, 
and  he  painted  her  in  a  great  variety  of  characters ;  he  died 
on  Nov.  15,  1802,  and  is  buried  at  Dalton. 

Mrs.  Glyn. 

Henrietta  Elizabeth  Sackville,  daughter  and  heiress  of  the 
Venerable  Thomas  Hollingberry,  Archdeacon  of  Chichester ; 
married,  Sept.  6,  1788,  Colonel  Thomas  Clayton  Glyn, 
Coldstream  Guards,  son  of  Sir  Richard  Glyn,  the  eminent 
banker  ;  died  at  Durrington  House,  Jan.  13,  1845, 
73rd  year  of  her  age. 

Painted  in  1789. 

Bust  to  waist,  life-size,  seated  to  front  underneath  a 
tree,  looking  at  spectator  ;  white  dress  cut  low  with 
broad  white  satin  fichu,  powdered  curly  hair  with 
blue  ribbon  ;  waist-belt  with  three  silver  buckles. 
Canvas,  30  x  24I-. 

Sittings:  1789,  Feb.  23,  March  4,  13,  24,  April  3, 
18,  28 — the  first  of  these  dates  was  evidently  to 
arrange  for  the  painting  of  the  portrait ;  on  each  of 
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(1734— 1802) 

Mrs.   Glyn  {Continued). 

the  subsequent  dates  Mrs.  Glyn  sat  to  Romney  at 
I  o'clock.  Her  town  residence  is  given  in  Romney's 
Diary  as  No.  12,  New  Burlington  Street.  Paid  for 
in  Nov.  1789,  25  gs.  in  full  ;  sent  home  Nov.  15, 
1789.    Altered  March  6,  1795,  5  g^.  (Ward 

and  Roberts's  "Romney,"  1904,  vol.  ii.,  p.  61.) 

Exhibited. — Old  Masters,  1896,  No.  24  (Mr.  Pierpont 
Morgan) ;  Paris  Exposition  Universelle,  1 900  (the  same) ; 
Birmingham  Loan  Exhibition,  1903,  No.  13  (the  same). 

Illustrations. — Engraved  in  mezzotint  by  J.  B.  Pratt, 
14JX  i8|in.,  1901  ;  illustrated  in  The  Art  Journal^  Paris 
Exhibition  Number,  1900,  p.  200 ;  Illustrated  Catalogue 
of  Birmingham  Loan  Collection,  1903,  and  Ward  and 
Roberts's  "  Romney,"  1904,  vol.  ii.,  facing  p.  61. 


GEORGE  ROMNEY. 

(1734— 1802) 


Lady  Hamilton  Reading  a  Paper. 

Emma  Hart,  born  probably  in  Cheshire,  April  26,  1763,  and 
spent  most  of  her  earlier  years  in  domestic  service  in  London 
and  elsewhere  ;  lived  under  the  "protection,"  first  of  a  Navy 
captain,  then  of  a  baronet,  and  from  1782  to  1786  of  the 
Hon.  C.  F.  Greville  ;  after  living  vv^ith  the  latter's  uncle.  Sir 
William  Hamilton,  at  Naples  for  live  years,  she  was  married 
to  him  in  1791  ;  subsequently  formed  a  liaison  with  Lord 
Nelson,  to  whom  she  bore  a  daughter,  Jan.  1801  j  died  at 
Calais,  Jan.  15,  1815. 

Half-figure,  seated,  facing  the  spectator,  reading  a 
newspaper,  which  she  holds  with  both  hands  ;  white 
dress  with  blue  sash,  white  head-dress  ;  brown  back- 
ground.   Unfinished.    Canvas,  oval,  32  J  x  2 4I-. 

History. — Given  to  William  Hayley  by  the  artist ;  from 
Hayley  it  passed  to  his  legatee.  Captain  Godfrey,  by  whose 
giandson,  Mr.  Knight  Watson,  it  was  sold  at  Christie's, 
May  12,  1888,  lot  27.  - 

Exhibited. —  Old  Masters,  1877,  No.  215  (Captain  God- 
frey); same  place,  1895,  No.  24  (Mr.  Pierpont  Morgan) ; 
Grafton  Gallery,  Spring,  1900,  No.  79  ;  ditto.  Autumn, 
1900,  No.  50  (the  same). 

Reference. — Ward  and  Roberts's  "Romney,"  1904, 
vol.  ii.,  p.  185. 

Illustrations. — Engraved  in  stipple  by  Francis  Holl, 
A.R.A.,  10  in.  X  13  in.,  Feb.  12,  1878;  photogravure. 
Ward  and  Roberts's  "  Romney,"  1904,  vol.  ii.,  facing 
page  186. 
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Lady  Hamilton  Reading  a  Paper  {Continued). 

Note. — This  is  the  picture  described  in  the  Rev.  John 
Romney's  "  Memoirs  of  the  Life  and  Works  of  George 
Romney,"  1830,  p.  182,  as  "No.  19,  a  half-length,  in 
which  she  is  represented  reading  a  paper,  having  the  light 
reflected  upon  her  face  ;  given  to  Mr.  Hayley."  Lady 
Hamilton  (whose  name  as  such  occurs  only  once  in 

Romney's  Diaries — she  is  always  entered  as  Mrs.  H  , 

or  Mrs.  Hart)  first  sat  to  Romney  early  in  1782  ;  and  his 
earliest  finished  portrait  of  her  is  the  picture  now  known 
as  "Lady  Hamilton  as  Nature,"  in  which  she  is  repre- 
sented with  a  little  spaniel  lapdog  under  her  arm.  This 
picture  was  painted  for  Greville,  and  was  afterwards  the 
property  of  Sir  William  Hamilton,  at  whose  sale  it  was 
purchased  by  Mr.  Lister  Parker,  The  above  picture  of 
"  Lady  Hamilton  Reading  a  Paper  "  was  an  early  one, 
painted  perhaps  in  1783  or  before.  It  is  sometimes  called 
"  Lady  Hamilton  Reading  the  Gazette  chronicling  one  of 
Lord  Nelson's  Victories,"  or  some  such  title  ;  but  this  is 
an  anachronism,  for  at  the  time  this  picture  was  painted 
Nelson  was  a  comparatively  obscure  person,  and  he  did 
not  meet  Lady  Hamilton  until  1793. 


GEORGE  ROMNEY 

(1734— 1802) 


Lady  Hamilton. 

Half-figure,  directed  to  right,  in  white  satin  dress, 
holding  a  medal  or  miniature  in  both  hands,  and 
looking  intently  at  it ;  fair  hair,  white  cap  with 
heliotrope  bands  fastened  under  the  neck  ;  green 
curtain  and  pillar  background,  table  covered  with 
red  cloth,  on  which  rests  a  lady's  reticule.  Canvas, 
29^x24. 

This  picture  was  purchased  many  years  ago  by  Mr.  Pierpont 
Morgan's  father. 


GEORGE  ROMNEY. 


(1734— 1802) 

Mrs.  Scott  Jackson  (Lady 
Broughton). 

Mary,  daughter  of  Michael  Keating,  Esq.,  of  Co.  Cork; 
married,  first,  Thomas  Scott  Jackson,  Esq.,  a  Director  of  the 
Bank  of  England  (he  died  January  30,  1791);  and  secondly, 
on  July  2,  1794,  as  his  third  wife,  the  Rev.  Sir  Thomas 
Broughton,  Bart.,  of  Doddington  Park,  Cheshire  ;  she  died 
at  the  residence  of  her  son-in-law,  J.  Egerton,  Esq.,  M.P., 
Grafton  Street,  London,  November  17,  18 13,  in  her  sixty- 
first  year.  Her  daughter  by  her  first  marriage,  and  sole  heir, 
Maria,  was  married,  April  9,  1795,  to  John  Egerton,  Esq., 
afterwards  Sir  John  Egerton,  8th  Bart.,  of  Oulton  Park, 
Cheshire,  from  whose  descendant  this  picture  was  acquired. 

Whole-length,  walking  to  right  under  a  large  tree, 
facing  the  spectator  and  looking  slightly  to  left ;  in 
grey  shot  silk  low  dress  with  short  sleeves,  green- 
and-gold  broad  scarf,  of  which  the  folds  are  held  by 
left  arm,  gold  sash,  and  sleeves  with  yellow  bands  ; 
a  two-row  pearl  bracelet  on  right  arm  ;  brown  hair 
dressed  high,  with  white  band  ;  white  satin  shoes. 
Canvas,  94  x  58. 

Painted  before  1785. 

Exhibited. — Art  Treasures,  Manchester,  1857,  77  > 
British  Institution,  1864,  No.  97  (m  each  case  by  Sir 
P.  M.  Grey-Egerton,  Bart.) ;  Agnew's  Eleventh  Annual 
Exhibition,  November — December,  1905,  No.  21. 

References, — "  Transactions  of  the  Historical  Society  of 
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Mrs.  Scott  Jackson  (Lady  Broughton) 

(^Continued), 

Lancashire  and  Cheshire/'  1^58,  article  by  Mr.  (after- 
wards Sir)  George  Scharf,  who  refers  to  this  portrait  as 
"  the  most  mellow  and  beautiful  picture  I  remember  from 
his  hands "  ;  and  T.  Humphry  Ward  and  W.  Roberts's 
"  Romney/'  p.  84. 

Note. — This  portrait  is  mentioned  once,  and  only  once, 
in  Romney's  "Diary,'*  viz.,  1784,  October  27.  It  is 
clearly  of  a  much  earlier  date  than  this,  and  was  painted 
either  just  before  or  soon  after  his  visit  to  Italy,  and  "of 
that  period  this  exquisite  specimen  of  classicism  is  probably 
the  masterpiece"  (77 w^j,  November  7,  1905).  The  above- 
mentioned  entry  in  the  Romney  Diary  of  1784  is  probably 
in  connection  with  the  subject  of  another  note  found  at 
the  end  of  Romney's  Ledger,  which  sufficiently  explains 
itself :  "  Lady  Broughton,  W.L.,  cleaned  and  varnished 
and  sent  to  Oulton  Park." 


JOHN   RUSSELL,  R.A. 

(1745—1806) 

Born  at  Guildford  on  March  29,  1745,  eldest  son  of  John 
Russell,  a  book  and  print  dealer ;  studied  under  Francis 
Cotes,  after  whose  death  he  is  said  to  have  "  enjoyed  the 
reputation  of  being  the  first  artist  in  crayon  painting,  in 
which  he  particularly  excelled  in  the  delineation  of  female 
beauty";  from  1768  to  1806  he  exhibited  330  works  at  the 
Royal  Academy,  of  which  he  was  elected  an  Associate  in 
1772,  and  full  member  in  1788.  He  was  appointed  crayon- 
painter  to  the  King,  the  Prince  of  Wales,  and  the  Duke  of 
York,  and  painted  the  portraits  of  nearly  every  member  of 
the  Royal  Family  (in  several  cases  more  than  once) ;  these 
portraits  are  chiefly  at  Buckingham  Palace.  Died  at  Hull 
on  April  20,  1806. 

Frederick  Reynolds. 

The  dramatist;  born  in  Lime  Street,  London,  Nov.  i,  1764; 
educated  at  Walthamstow  and  Westminster  School ;  entered 
at  the  Middle  Temple  Jan.  12,  1782,  but  soon  abandoned 
the  law  for  playwriting ;  his  first  play,  "  Werter,"  founded 
on  Goethe's  novel,  was  produced  at  the  Bath  Theatre, 
Nov.  25,  1785.  During  his  career  he  composed  nearly  one 
hundred  tragedies  and  comedies.  From  18 14  to  1822  he 
was  engaged  as  thinker  "  at  Covent  Garden  Theatre,  and 
afterwards  discharged  the  same  duties  at  Drury  Lane.  Byron 
alludes  to  him  in  his  "English  Bards  and  Scotch  Reviewers"; 
he  was  an  intimate  friend  for  over  30  years  of  Edward 
Topham  [see  next  portrait  of  "  The  Topham  Family "], 
and  published  his  "Life  and  Times"  in  1826;  died  April  16, 
1841. 

Head  and  shoulders,  directed  to  front  and  looking 
at  the  spectator  full  face;  clean-shaven;  dark  bluish 
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Frederick  Reynolds  {Continued), 

grey  coat,  white  neckerchief,  powdered  hair,  right 
arm  resting  on  a  table,  the  hand  supporting  the 
head,  which  is  inclined  to  left  ;  on  the  table  is  a 
parcel  of  papers  in  blue  cover.  Canvas,  23|-x  17^. 
Pastel. 

Signed  and  dated  in  lower  left-hand  corner : 
/.  Russelly  R.A.^  pt,  lygo. 

Notes. — This  portrait,  "done  as  an  act  of  friendship  for 
Dr.  Timothy  Bowes,"  was  painted  in  1790,  and  is  illus- 
trated in  G.  C.  Williamson's  "John  Russell,  R.A.,"  1894, 
p.  78  (in  which  book  it  is  described  on  p.  168),  when  it 
was  in  the  possession  of  Rear- Admiral  Trollope  ;  it  is 
there  stated,  presumably  on  the  authority  of  the  then 
owner,  to  be  a  portrait  of  the  artist,  but  it  bears  no  sort  of 
resemblance  to  any  of  the  known  portraits  of  Russell.  On 
the  back  of  the  frame  of  this  picture  are  pasted  several 
cuttings,  etc.  One  is  in  a  contemporary  handwriting  with 
the  following  :  "  Mr.  Reynolds.  The  property  of  Juliet 
Foord  Bowes,  to  the  care  of  Sir  Francis  Boynton,  Bt.'* 
The  two  newspaper  cuttings  contain  verses.  One  of  the 
extracts  is  copied  from  The  World,,  and  a  portion  of  it  is 
the  following : — 

 "  May  Fame  crown  all  he  writes, 

And  may  the  author  still  enjoy  his  Nights  ! 
Nights — with  an  active  genius  never  dull — 
No  empty  place — without  o'erflowing  full : 
And  while  the  parts  so  happily  are  cast, 
As  a  stock  Piece,  long  acted,  may  it  last." 

The  World. 
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Frederick  Reynolds  {Continued). 

The  other  extract  is  a  set  of  verses  signed  "  O.  L.  D.,** 
among  which  is  the  following  : — 

"  *  Dost  like  the  Play     young  Congreve  cried 
Complacent  to  his  new-made  bride." 

From  these  extracts  the  inevitable  conclusion  is  that  the 
portrait  represents  Frederick  Reynolds,  the  well-known 
dramatist.  The  extracts  can  have  no  reference  to  Russell 
himself,  as  he  was  a  Methodist,  and  would  certainly  have 
held  the  stage  in  abhorrence.  The  Worldy  from  which  the 
quotation  is  given,  was  edited  and  partly  owned  by  Edward 
Topham,  an  intimate  friend  of  Frederick  Reynolds,  and 
"one  who  during  30  years  proved  that  friendship  was 
more  than  a  name "  (Frederick  Reynolds's  "  Life  and 
Times,"  vol.  ii.,  p.  25).  There  is  no  portrait  of  Reynolds 
by  John  Russell  recorded  in  Dr.  Williamson's  monograph 
on  that  artist,  but  in  The  World  of  Friday,  May  14,  1790, 
we  find  the  following  paragraph  :  —  "  Russell,  whose 
delightful  Crayons  form  the  School  of  the  Age,  has  just 
finished  a  capital  Portrait  of  Reynolds  the  Dramatist." 
There  can,  then,  be  no  possible  doubt  about  this  picture 
being  a  portrait  of  Reynolds,  and  not  of  Russell.  It  was 
inherited  by  Rear-Admiral  Trollope,  the  grandson  of  the 
second  daughter  of  Topham  and  Mrs.  Wells  [see  next 
entry].  The  "  Dr.  Timothy  Bowes "  mentioned  at  the 
commencement  of  these  notes  was  the  husband  of  the 
eldest  daughter  of  Topham  and  Mrs.  Wells. 
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The  Topham  Family. 

Mrs.  Wells  and  her  three  daughters  by  Edward  Topham 
(i  751-1820),  the  journalist  and  playwriter.  Mary  Wells 
was  the  daughter  of  Thomas  Davies,  a  Birmingham  carver, 
and  was  born  about  the  year  1759;  married  circa  1781,  as 
her  first  husband,  an  actor  named  Wells  j  appeared  at  the 
Haymarket,  London,  in  1781,  and  afterwards  at  Drury  Lane, 
Covent  Garden,  and  (in  1786)  at  the  Royalty;  lived  under 
the  protection  of  the  above-named  Edward  Topham  for 
some  years  until  about  1793,  when  he  abandoned  her  "for 
another  beauty  "  and  retired  to  "  his  family  seat  in  Yorkshire 
with  three  daughters  whom  he  had  by  the  once  celebrated 
Mrs.  Wells"  (Gentleman's  Magazine^  May,  1820,  p.  469); 
she  afterwards  married  a  Moorish  Jew  named  Sumbel,  and 
died  about  1826. 

The  three  daughters  were  :  (i)  Juliet,  who  married,  on 
May  4,  1803,  the  Rev.  Timothy  Fish  Foord  (who  graduated 
at  Trinity  College,  Cambridge,  M.A.  1802,  and  who 
later  on  adopted  the  surname  of  Bowes) ;  (2)  Harriet, 
who  married  John  Arthur  Warsop,  Esq.,  of  Brandesburton, 
near  Beverley,  Yorkshire  (she  died  at  Doncaster  early  in  the 
year  1810,  at  the  age  of  23);  and  (3)  Maria  Cowslip,  who 
married  in  January,  1805,  Peter  Acklom,  Esq.,  of  Beverley 
(he  died  on  April  21,  1827,  aged  45  years).  The  three 
daughters  were  reckoned  "  the  best  horsewomen  in  York- 
shire" (F.  Ross,  "Celebrities  of  the  Yorkshire  Wolds," 
1878). 

A  composition  of  four  figures  ;  the  mother  is  seated 
to  extreme  left,  in  white  silk  dress  bare  to  elbows, 
directed  to  front,  head  turned  to  right,  right  arm 
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The  Topham  Family  {Continued), 

leaning  on  a  table  ;  she  is  attracted  hj  the  sudden 
appearance  of  the  eldest  of  the  three  children,  who 
is  offering  her  mother  a  bunch  of  flowers  (apparently 
snowdrops)  ;  this  child  is  in  a  white  dress,  straw  hat 
lined  and  trimmed  with  blue,  falling  over  her  neck 
at  back  ;  the  youngest  child  is  sitting  on  her 
mother*s  lap,  dressed  in  white  and  with  white  cap, 
and  holding  a  bunch  of  violets ;  the  other  child 
stands  close  to  her  mother,  in  white,  and  holds  a 
basketful  of  flowers  ;  heavy  red-curtain  background, 
trees  in  the  distance  to  right,  and  blue  sky.  Canvas, 

5^X39- 

Portraits  in  pastel,  1791.  "Done  for  Mr.  Ford 
Bowes,  to  order.'' 

Exhibited. — Royal  Academy,  1791,  No.  90,  as  "  Portrait 
of  a  Lady  and  Three  Children."  The  identity  of  the 
portraits  in  this  picture  was  perfectly  well  known  at  the 
time  of  the  exhibition,  and  is  revealed  in  The  Morning 
Chronicle  of  May  2,  1791,  p.  3. 

Illustrated. — G.  C.  Williamson's  "John  Russell,  R.A.," 
1894,  facing  p.  74,  where  it  is  incorrectly  described  as 
"  Mrs.  Topham  and  Children." 

Notes. — "  The  girls  are  in  what  Mrs.  Papendick  calls 
genteel  and  smart  muslin  frocks,  easy  juste  bodies,  with  a 
satin  cord  to  mark  the  bib  shape  in  front,  so  arranged  as 
not  to  cut  up  the  stuff"  (Williamson's  "  John  Russell, 
R.A.,"  p.   168).     On  July  30,   1834,  Maria  Arthur, 
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The  Topham  Family  {Continued). 

daughter  of  J.  A.  Warsop  (or  Worsop),  married,  at  Land- 
ford,  Wilts,  Captain  W.  H.  Trollope ;  and  their  son, 
afterwards  Rear-Admiral  Henry  Anthony  Trollope  (born 
in  1837),  was  the  owner  of  the  picture  until  1894. 

Mrs.  Wells  was  a  beautiful  and  a  popular  actress.  Her 
portrait  was  painted  by  Sir  Joshua  Reynolds  in  1787-8 
(this  portrait  has  not  been  traced) ;  by  George  Romney 
(this  portrait  was  in  the  H.  G.  Marquand  collection  until 
it  was  dispersed  in  New  York  in  1903)  ;  by  De  Wilde 
(now  in  the  Garrick  Club,  London),  and  by  J.  R.  Smith 
in  her  famous  character  of  "  Cowslip "  in  O'Keefe's 
"Agreeable  Surprise"  (1781),  which  portrait  was  engraved 
by  the  artist :  she  was  from  this  time  popularly  known 
as  "  Cowslip  "  Wells.  After  her  marriage  with  Sumbel 
(whose  religion  she  embraced  and  took  the  name  of  Leah) 
her  career  was  a  downward  one  ;  she  took  to  drink,  and 
seems  to  have  become  subject  to  attacks  of  insanity.  In 
181 1  she  published  "Memoirs"  of  her  life;  these 
incoherent  records  deal  largely  with  details  of  travels  in 
search  of  her  children  (who  refused  to  recognise  her),  of  her 
real  or  imaginary  grievances  against  Topham  and  others, 
and  of  her  state  of  chronic  impecuniosity.  Frederick 
Reynolds  [see  preceding  entry]  was  an  intimate  friend  of 
Topham  and  Mrs.  Wells,  and  a  frequent  visitor  at 
Topham's  country  house,  "  Cowslip  Hall,"  near  Clare, 
Suffolk  ;  he  speaks  of  her  as  "  certainly  the  most  beautiful 
though  not  the  best  actress  of  the  day "  ("  Life  and 
Times,"  1826,  vol.  ii.,  p.  31),  An  excellent  account  of 
her  by  Mr.  Joseph  Knight  appears  in  the  "  Dictionary 
of  National  Biography,"   1899,  ^^">  PP*  -^3°'  ^3^* 

Topham's  portrait,  with  a  pen  in  his  hand,  was  also 
executed  by  John  Russell,  and  was  engraved  by  P.  W. 
Tomkins. 


JOSEPH  MALLORD 

WILLIAM  TURNER,  R.A. 

(1775— 1851) 

Born  at  26,  Maiden  Lane,  Covent  Garden,  London,  on 
April  23,  1775,  son  of  William  Turner,  a  barber;  began  to 
draw  when  nine  years  old ;  it  is  traditionally  stated 
that  his  father  paid  £'2.00  to  apprentice  him  with  an  archi- 
tectural draughtsman;  employed  in  colouring  prints  for  John 
Raphael  Smith,  the  engraver  ;  formed  early  in  life  a  friend- 
ship with  Girtin  ;  became  a  student  at  the  Royal  Academy 
in  1789,  and  exhibited  a  view  of  the  Archbishop's  Palace  at 
Lambeth  in  1790  ;  made  drawings  for  Walker's  Copperplate 
Magazine  in  1794;  elected  an  A. R.A.  in  1799,  in  the 
meantime  having  travelled  in  the  South  of  England,  Wales, 
and  the  North  in  search  of  subjects  for  his  pencil  ;  R.A.  in 
1802,  in  which  year  he  travelled  on  the  Continent  ;  resided 
at  Hammersmith  from  1808  to  18 11,  and  at  Queen  Anne 
Street  West  in  1812  ;  first  visifed  Italy  in  1819  ;  died  at 
Chelsea,  December  19,  1851.  The  nation  inherited  by  his 
will  about  100  pictures  in  oils,  and  about  19,000  drawings  in 
water-colours  and  sketches.  Between  1790  and  185 1  he 
exhibited  259  works  at  the  Royal  Academy,  17  at  the  British 
Listitution,  and  seven  at  the  Suffolk  Street  Galleries. 

The  Depositing  of  Giovanni 
Beliini's  Three  Pictures  in  the 
Church  of  the  Redentore,  Venice. 

View  looking  along  the  Canal  of  the  Giudecca 
towards  San  Giorgio,  which  is  seen  in  the  distance  ; 
to  right  the  Redentore ;  in  the  middle  of  the 
picture  a  State    barge,  decorated  with  flags  and 
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The  Depositing  of  Giovanni  Bellini's 
Three  Pictures  in  the  Church  of  the 
Redentore,  Venice  {Continued), 

flowers  and  surrounded  by  numerous  gondolas,  in 
some  of  which  are  the  pictures,  supported  by  men ; 
crowds  watch  the  pageant  from  boats  and  from  the 
shore.  Predominant  red  in  figures  and  decorations, 
and  pale  green  water  between,  white  clouds  reflecting 
bright  light.    Canvas,  28  x  44. 

Exhibited. — Royal  Academy,  1841,  No.  277;  Paris 
Exhibition,  1900  (Mr.  Pierpont  Morgan);  Whitechapel 
Art  Galleries,  190 1  (the  same). 

History. — Mr.  Richard  Hemming,  J.P.,  of  i5,Grosvenor 
Place,  and  Bentley  Manor,  Bromsgrove,  at  one  time  was 
owner  of  this  work;  he  was  born  in  18 18  and  was  a 
wealthy  man  (he  was  for  many  years  sole  proprietor  of  the 
great  needle  manufactory  at  Redditch),  with  a  fine  taste  for 
pictures  ;  his  collection  was  dispersed  at  Christie*s  in  1894, 
after  his  death.  The  picture  passed  through  Messrs. 
Agnew  into  the  collection  of  Sir  John  Pender,  in  whose 
sale  at  Christie's,  May  29,  1897,  it  was  lot  84. 

Illustrations. — Engraved  by  J.  T.  Willmore,  A.R.A., 
for  the  Art  Union,  1858;  Christie's  Catalogue,  Pender 
Sale  ;  Art  "Journal^  Paris  Exhibition  Number,  1900,  p.  193  ; 
and  Sir  Walter  Armstrong's     Turner,"  facing  p.  166. 


References. — Sir  Walter  Armstrong's  "  Turner,'*  1902, 
p.  234  ;  Walter  Thornbury's  "  Life  of  J.  M.  W.  Turner, 
R.A.,"  ed.  1897,  p.  579. 
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The  Depositing  of  Giovanni  Bellini's 
Three  Pictures  in  the  Church  of  the 
Redentore,  Venice  {Continued), 

Note. — The  public  inauguration  suggested  by  the  title 
and  by  the  picture  itself  is  presumably  an  imaginative  one  ; 
it  is  not  even  suggested  by  Vasari.  The  three  pictures 
which  inspired  Turner  in  this  w^ork,  the  Virgin  w^ith  the 
Infant  Christ,  St.  John  and  St.  Catherine ;  the  Virgin 
with  the  Infant  Christ  and  two  Angels ;  and  the  Virgin 
with  the  Infant  Christ,  St.  Jerome  and  St.  Francis,  are 
still  in  the  sacristy  of  the  Chiesa  del  Redentore,  Venice  ; 
but  the  attribution  of  the  three  to  Bellini  has  been  severally 
questioned  :  the  first  and  third  have  been  ascribed  by 
Crowe  and  Cavalcaselle  to  Bissolo,  and  the  second,  by  the 
same  authorities,  to  Luigi  Vivarini. 


Q  2 
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Italy:    Bridge  in  Middle  Distance. 

A  wide  classical  landscape,  with  a  broad  shallow 
river  in  the  centre,  spanned  in  the  middle  distance 
by  a  long  bridge,  of  which  nine  arches  are  more  or 
less  distinctly  seen ;  in  the  foreground  are  two  tall 
spindly  stone  pines  ;  on  the  right  two  other  pines 
with  dense  masses  of  tall  undergrowth :  on  the  left 
a  small  clump  of  trees,  and  in  a  road  slightly  to  left 
a  group  of  seven  or  eight  figures,  one  of  whom  is 
playing  a  flute.    Canvas,  35^  x 

Painted  between  1840  and  1845. 

History  and  Notes. — This  landscape,  the  work  of 
Turner's  later  life,  was  worked  up  by  him  from  the  well- 
known  drawing  in  sepia  called  "  Bridge  in  mid-distance. 
Sun  between  Trees,"  bequeathed  by  Turner  to  the 
National  Gallery,  where  it  now  forms  No.  464  among  the 
Compositions."  This  was  drawn  and  etched  by  Turner 
in  outline  and  engraved  in  mezzotint  by  Charles  Turner 
for  the  "Liber  Studiorum,"  June  10,  1808,  Plate  XIII. 
The  picture  differs  in  several  small  details  from  the  original 
composition,  in  the  foreground  of  which  there  are  four 
trees  and  only  three  classical  figures,  the  river  is  much 
more  distinctly  shown  and  there  is  a  sharp  bend  in  its 
course,  the  arches  of  the  bridge  are  clear,  and  the  sun  is 
distinctly  seen  through  the  centre  of  the  four  trees.  In 
the  picture  the  blaze  of  sunlight  quite  obscures  the  outline 
of  the  sun.  There  are  four  states  of  the  etching,  described 
in  Mr.  W.  G.  Rawlinson's  "  Liber  Studiorum,"  1878, 
pp.  32,  33.     This  plate  was  condemned  by  Mr.  Ruskin 
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Italy :  Bridge  in  Middle  Distance  {Continued). 

in  "  Modern  Painters  "  (Vol.  III.,  p.  324),  as  one  of  those 
founded  first  on  nature  but  modified  by  forced  imitation  of 
Claude.  A  proof  before  letters,  in  the  collection  of  Mr. 
Rawlinson,  is  reproduced  in  "  The  Genius  of  J.  M.  W. 
Turner,"  the  special  winter  number  of  The  Studio^  1903 
(ls.  2).  Mr.  Rawlinson  states  that  "an  earlier  sketch  is 
in  the  possession  of  Mr.  Strutt,  of  Belper."  The  sketch 
engraved  in  the  "  Liber  Studiorum  "  comes  among  those 
which  Turner  classified  as  "  E.P.,"  i.e.  "  Elegant  Pas- 
toral,'' or,  according  to  Mr.  Pye,  "  Epic  Pastoral." 

After  an  interval  of  nearly  forty  years,  Turner  utilised 
his  early  sepia  sketch  for  the  present  picture,  which 
appears  to  have  remained  entirely  hidden  until  1865,  when 
it,  with  19  other  drawings  and  pictures  by  the  same  artist, 
appeared  at  Christie's  on  March  25.  The  name  of  the 
owner  is  not  given,  but  the  little  collection,  lots  186-205, 
is  thus  described  in  the  Sale  Catalogue  :  "  The  following 
splendid  works  of  J.  M.  W.  Turner,  R.A.,  have  never 
been  before  the  public,  and  are  in  a  perfectly  pure  and 
genuine  state."  The  picture  now  before  us  was  lot  195 
in  the  sale,  and  is  thus  described  :  "  An  Italian  landscape, 
with  bridge  and  figures  in  the  foreground,  46  X  34. 
Engraved  in  the  'Liber  Studiorum.'"  It  was  purchased 
(with  several  of  the  others)  by  Messrs.  Agnew,  who  sold  it 
to  a  Mr.  Smith,  from  whom  doubtless  it  was  acquired  by 
Mr.  John  Graham,  of  Skelmorlie  Castle,  Ayrshire.  At 
his  sale  at  Christie's  on  April  30,  1887,  it  was  lot  90,  and 
was  again  purchased  by  Messrs.  Agnew,  who  sold  it  to 
Mr.  Pierpont  Morgan's  father. 

The  companion  picture  to  the  foregoing  is  also  a 
classical  composition,  likewise  classified  by  Turner  as 
"E.P.,"  and  is  known  as  a  "Woman  playing  Tarn- 
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bourine  "  ;  the  original  composition  is  also  in  the  National 
Gallery  (No.  468),  and  this  was  engraved  for  the  "Liber 
Studiorum,"  Plate  III.  The  picture  was  also  in  the  sale 
at  Christie's  in  March  25,  1865,  lot  196,  and  was  pur- 
chased by  Messrs.  Agnew. 

References  and  Illustration. — Sir  Walter  Armstrong's 
"Turner,"  1902,  p.  223;  full-page  plate  facing  p.  174; 
Walter  Thornbury's  "  Life  of  J.  M.  W.  Turner,  R.A.," 
ed.  1897,  p.  612. 
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The  Lake  of  Albano. 

The  lake  in  the  middle  distance,  surrounded  by 
high  wooded  banks  ;  a  convent  is  seen  on  the  brow 
of  a  distant  hill ;  in  the  left  foreground  are  four  tall 
trees,  and  on  a  terrace  at  the  foot  of  a  steep  bank 
with  trees  and  shrubs  are  several  figures — a  man  and 
a  woman  looking  at  some  drawings,  and  beside  them 
a  man  seated,  bareheaded,  has  a  number  of  papers  ; 
on  the  left  a  gun  lies  on  the  ground  ;  sun  setting  in 
a  clear  sky.    Water-colour  drawing,  ii^x  i6f. 

Painted  in  1828. 

Exhibited. — Royal  Birmingham  Society  of  Artists,  1829, 
No.  412  ;  Old  Masters,  1889,  No.  20  (J.  S.  Morgan, 
Esq.). 

Collection. — F.  R.  Leyland,  Esq.,  March,  1872. 

Engraved  by  Robert  Wallis,  3 J  in.  x  5  J  in.,  for  *'  The 
Keepsake/'  1829,  facing  p.  80. 

References. — Walter  Thornbury,  "  Life  of  J.  M.  W. 
Turner,  R.A.,''  1897  edition),  pp.  559,  616; 

C.  F.  Bell,  "  Works  Contributed  to  Public  Exhibitions 
by  J.  M.  W.  Turner,  R.A.,"  1901,  p.  168;  Sir  Walter 
Armstrong,  "Turner,"  1902,  p.  239. 

Notes. — "The  Keepsake"  of  1829,  to  which  Turner 
contributed  two  drawings,  was  edited  by  F.  M.  Reynolds, 
and  the  illustration  of  the  Lake  of  Albano  derives 
considerable  additional  interest  from  the  fact  that  the  text 
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The  Lake  of  Albano  {Continued), 

which  accompanies  it  is  a  story  with  a  local  setting  "  by- 
Percy  B.  Shelley's  widow,  the  authoress  of  "  Franken- 
stein "  and  other  works.  This  story  is  prefixed  by 
stanza  clxxiv.  from  Canto  IV.  of  Byron's  Chiide  Harold's 
Pilgrimage  : — 

"  And  near  Albano's  scarce  divided  waves 
Shine  from  a  sister  valley  ; — and  afar 
The  Tiber  winds,  and  the  broad  ocean  laves 
The  Latian  coast  where  sprung  the  Epic  war, 
*  Arms  and  the  Man,'  whose  reascending  star 
Rose  o'er  an  empire  ; — but  beneath  thy  right 
Tully  reposed  from  Rome  ; — and  where  yon  bar 
Of  girdling  mountains  intercepts  the  sight, 
The  Sabine  farm  was  till'd,  the  weary  bard's  delight." 

"  The  whole  declivity  of  the  Alban  hill  is  of  unrivalled 
beauty,  and  from  the  convent  on  the  highest  point,  which 
has  succeeded  to  the  Temple  of  the  Latian  Jupiter,  the 
prospect  embraces  all  the  objects  alluded  to  in  this  stanza  : 
the  Mediterranean,  the  whole  scene  of  the  latter  half  of 
the  Mneidy  and  the  coast  from  beyond  the  mouth  of  the 
Tiber  to  the  headland  of  Circaeum  and  the  Cape  of 
Terracina  "  (Note  to  the  above-quoted  stanza  in  Byron's 
"Works,"  edition  1837,  p.  60). 
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Charles  Andre  Van  Loo  . 


Ladies  Bathing,  with  Statue 
of  Venus. 


Ladies  Bathing,  with  Figure 
of  Neptune. 

Madame  de  Pompadour. 


ITALIAN  SCHOOL  : 

Antonio  Canale 

Raffaello  Sanzio,  or  Raphael 


The  Grand  Canal,  Venice. 

Virgin  and  Child,  Enthroned, 
with  Saints. 


SPANISH  SCHOOL  : 

Francisco    Jos^    de  Goya 
lucientes  . 

Diego  de  Silva  y  Velazquez 

Unknown 


Y 

.  The  Duque  de  Osuna. 

.  The  Infanta  Maria  Theresa. 

.  Portrait  of  a  Child, 


DUTCH  AND  FLEMISH  SCHOOLS. 
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AELBERT  CUYP. 

(1620 — 1691) 

Born  at  Dordrecht,  Holland,  in  October,  1620 ;  studied 
under  his  father,  Jacob  Gerritsz  Cuyp,  but  "  strongly  in- 
fluenced "  by  Jan  Van  Goyen  ;  married,  on  July  30,  1658, 
Cornelia  {nee  Bosman),  widow  of  Johan  Van  den  Corput,  and 
lived  chiefly  on  his  estate,  Dordwijk,  near  Dordrecht, 
deriving  his  inspiration  almost  entirely  from  the  immediate 
neighbourhood  ;  his  best  pictures  are  for  the  most  part 
in  public  or  private  collections  in  England.  He  died  in 
November,  1691,  and  was  buried  in  the  Church  of  the 
Augustines  at  Dordrecht.  He  is  sometimes  called  "  The 
Dutch  Claude." 

Landscape^  with  Figures  and 
Cattle. 

In  the  foreground  on  the  right  is  a  shepherd  with 
his  dog  and  two  cows  ;  beyond  him,  on  a  hillock 
near  some  trees,  a  gentleman  in  red  on  horseback 
appears,  followed  by  a  peasant  on  a  mule  ;  near 
them  are  some  peasants  under  the  trees  ;  on  the  left 
is  a  pool,  at  which  a  cow  is  drinking  ;  on  the  other 
side  of  it  are  two  shepherds  and  some  sheep,  and 
beyond  them  are  steep  mountains  and  buildings  ;  in 
the  distance  a  river  and  a  town  ;  blue  sky  with 
clouds.    Canvas,  52  x  77, 

Signed  m  extreme  lower  right-hand  corner:  yf. 
Cuyp,  fecit. 

Collection. — Earl  of  Dudley,  1892,  June  25,  lot  4, 
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AELBERT  CUYP. 

(1620 — 1691) 


Landscape,  with  Figures  and  Cattle 

(Continued). 

References. — In  addition  to  the  description  in  Smith's 
"  Catalogue  Raisonne,"  referred  to  in  the  Note  below, 
this  picture  is  also  mentioned  by  Waagen,  "  Works  of 
Art  and  Artists  in  England,"  1838,  vol.  ii.,  p.  398,  where 
it  is  referred  to  as  "  a  very  large  mountainous  Landscape, 
in  a  glowing  evening  light." 

Exhibited. — British  Institution,  1828,  No.  145  (Earl  of 
Dudley);  Old  Masters,  1 871,  No.  420  (the  same);  Old 
Masters,  1894,  No.  68  (T.  Humphry  Ward,  Esq.); 
Old  Masters,  1903,  No.  85  (Mr.  Pierpont  Morgan). 

Note. — This  very  fine  landscape  was  for  many  years 
almost  obliterated  by  several  coats  of  decayed  varnish  ; 
these  have  now  been  successfully  removed.  It  is  described 
in  John  Smith's  "Catalogue  Raisonne,"  1834,  No.  91, 
where  it  is  entitled  "  A  Herdsman  caressing  his  Dog." 
Smith  says  :  "  The  middle  distance  of  the  foreground 
is  beautifully  varied  with  docks  and  other  wild  herbage," 
and  further  describes  it  as  "a  picture  of  excellence,  both 
in  colour  and  execution."  No.  92  in  the  same  work  is 
Lord  Scarsdale's  picture,  described  as  "  a  duplicate  of  the 
preceding,  varying  only  in  some  of  the  details,  and  equally 
brilliant  in  colouring."  Lord  Scarsdale's  picture  was 
exhibited  at  the  Old  Masters  in  1884,  and  again  in 
1903. 


SIR  ANTHONY  VAN  DYCK. 

(1599— 1641) 

Born  at  Antwerp,  March  22, 1 599 ;  studied  first  under  Hendrik 
van  Balen,  and  for  four  years  was  assistant  to  Rubens  ;  lived 
in  England  for  some  months,  1620-21,  and  received  a  salary 
of  1 00  as  painter  to  King  James  I.;  advised  by  Rubens,  he 
went  to  Italy  in  or  about  1621,  working  at  Genoa,  Rome, 
and  Venice,  returning  to  Antwerp  before  1628  ;  on  the 
invitation  of  Charles  L,  Van  Dyck,  in  1632,  settled  in 
England,  having  his  studio  at  Blackfriars  ;  was  appointed 
Principal  Painter  in  Ordinary  to  the  King  and  Queen,  and 
was  knighted  in  1633  ;  he  lived  in  great  style,  had  a  country 
house  at  Eltham,  in  Kent,  and  was  patronised  by  the  leading 
nobility  and  celebrities  of  his  time  ;  he  died  in  London  on 
Dec.  9,  1641. 

Robert  Rich,  Earl  of  Warw^ick.  ^^^^.^a  <  vi  ^ 

Second  earl;  eldest  son  of  Robert,  Lord  Rich,  who  was  ^'^^■^'f^  , 

created  Earl  of  Warwick  Aug.  2,  161 8,  and  his  wife  Penelope    X^^^JL^f^uT  /^V"  -^ 

Devereux,  the  "  Stella  "  of  Sir  P.  Sidney  ;  born  about  June, 

1587;  entered  Emmanuel    College,  Cambridge,  June  4, 

1603  ;  member  of  the  Inner  Temple,  Nov.  1604  ;  M.P.  for 

Maldon  in  1610  and  16 14.    He  took  part  as  a  performer  in 

Ben  Jonson's  "Masque  of  Beauty,''  1608-09;  succeeded 

his  father  March  24,  1619  ;  was  one  of  the  original  members 

of  the  Council  for  the  Plantation  of  the  Somers  Islands,  or 

Bermudas,  and  had  a  seat  on  the  Council  of  the  New  England 

Company  ;  the  patent  for  the  Massachusetts  Colony  to  John 

Endecott  and  his  associates,  March  19,  1628,  was  obtained 

through  Warwick,  and  with  the  origin  of  Connecticut  he 

was   equally  closely  connected  ;   was    one   of  the  early 

privateers;  Admiral  of  the  Fleet,  1642,  Lord  High  Admiral 

in  1643  »  joined  the  Puritan  party,  and  was  one  of  the  most 

active  supporters  of  the  Parliamentary  cause;  died  April  18 

(or  19),  1658,  ^etat  seventy-one  ;  buried  at  Felstead,  Essex. 


SIR  ANTHONY  VAN  DYCK. 

(1599— 1641) 


Robert  Rich,  Earl  of  Warwick  {Continued). 

Whole-length,  life-size  portrait,  when  about  fifty 
years  of  age,  directed  to  front  and  looking  at  the 
spectator  almost  full  face  ;  in  armour,  with  a  broad 
plain  white  collar ;  right  arm  resting  on  a  pedestal 
on  which  are  his  helmet  and  gauntlet,  a  baton  in  his 
right  hand,  the  left,  apparently  in  glove,  hanging 
down  by  his  side ;  dark  long  hair  with  locks 
falling  over  forehead,  chin  tuft  and  moustache ; 
curtain  to  right  and  pillar  to  left.    Canvas,  87  x  5i|-. 

Painted  about  1637. 

Collections. — Earl  of  Hardwicke,  Wimpole,  Cam- 
bridgeshire, from  whom  it  was  bought  privately  ;  and 
Baron  Gustave  de  Rothschild,  Paris. 

References. — John  Smith,  "  Catalogue  Raisonne  of  the 
Works  of  the  Most  Eminent  Dutch,  Flemish  and 
French  Painters,"  etc.,  1829-42,  part  iii.,  No.  549, 
p.  156;  G.  F.  Waagen,  "  Galleries  and  Cabinets  of  Art 
in  Great  Britain,"  1857,  p.  519,  where  it  is  described 
among  the  Wimpole  pictures  as  "  a  male  portrait  in 
armour,"  and  as  "  of  animated  expression  and  broadly 
treated  in  a  brown  tone." 

Engravings  and  other  Illustrations.  —  This,  the 
Wimpole,  portrait  by  Van  Dyck,  is  the  only  existing 
picture  (other  than  the  versions  of  it  to  be  presently 
enumerated)  of  Robert,  2nd  Earl  of  Warwick;  it  appears 
to  be  also  the  picture  from  which  the  various  engravings 
are  derived,  directly  or  indirectly.  The  chief  variations 
in  the  engravings  are  mostly  in  connection  with  the  white 


SIR  ANTHONY  VAN  DYCK. 

(1599— 1641) 

Robert  Rich,  Earl  of  Warwick  {Continued). 

collar.  In  the  picture,  and  in  some  of  the  engravings, 
this  collar  is  quite  plain,  while  in  other  engravings  it  is 
almost  entirely  composed  of  fine  lacework,  this  lace  collar 
appearing  in  the  earliest  reproductions,  by  anonymous 
engravers,  of  which  there  is  a  copy  of  each  in  the  Print 
Room,  British  Museum.  The  numerous  engravings  which 
have  their  origin  in  the  Wimpole  portrait  are  as 
follows  : — 

(i.)  In  an  oval,  with  no  emblematical  borders, 
8|  X  6|  in.,  on  a  broadside  printed  for  Lawrence 
Blacklock,  1643,  comprising  "A  List  of  His  Majesties 
Navie  Royall,"  etc.,  "  now  set  forth  for  the  guard  of  the 
narrow  seas,  and  for  the  Coast  of  Ireland  in  this  present 
expedition,  1643,  under  the  command  of  the  Right 
Honourable  Robert  Earle  of  Warwick,"  etc. 

(2.)  In  John  Vicars's  "  Englands  Worthies  under 
whom  all  the  Civill  and  Bloudy  Warres  since  anno  1642 
to  anno  1647  related,"  published  by  J.  Rothwell, 
1^47)  3i  ^  2^  in.,  with  laurel  wreath,  facing  p.  9,  and 
reproduced  in  J.  R.  Smith's  1845  reprint  of  this  scarce 
book. 

(3.)  In  Josiah  Ricraft's  "  A  Survey  of  Englands 
Champion  and  Truths  faithfull  Patriots,"  1647,  facing 
p.  10,  with  long  biographical  notice. 

(4.)  In  an  oval,  with  lace  collar,  I2|  x  in.,  with 
an  elaborate  border  of  nautical  emblems,  a  sea-battle  as 
vignette  at  foot,  and  two  verses,  the  last  line  of  which, 

"  But  this  is  but  his  Shadowe,  'tis  not  hee," 

suggests  that  the  plate  was  engraved  after  Warwick's 
death. 

(5.)  By  G.  Vertue  ["S'^  Ant.  Vandyck  pinx.'']  for 
"  Lord  Clarendon's  History  of  the  Grand  Rebellion  com- 


SIR  ANTHONY  VAN  DYCK. 

(1599— 1641) 


Robert  Rich,  Earl  of  Warwick  {Continued), 

pleated,"  etc.,  facing  p.  47,  published  by  John  Nicholson, 
1717. 

(6.)  By  J.  Houbraken,  "  Amst.  1744,"  for  Jacob 
Houbraken  and  G.  Vertue's  "  Heads  of  Illustrious  Persons 
of  Great  Britain,"  with  Lives  by  T.  Birch,  folio,  1747, 
bust  only  in  an  oval,  on  a  large  plate  14J  x  9 J  in.,  sur- 
rounded with  various  emblems,  such  as  cannons,  &c. 
In  some  of  the  states  or  impressions  this  engraving  is  stated 
to  be  "  from  the  picture  in  the  collection  of  the  Right 
Hon.  the  Lord  High  Chancellor."  [Philip  Yorke,  ist 
Lord  Hardwicke,  was  Lord  High  Chancellor  of  Great 
Britain  from  1737  to  1756.] 

(7.)  By  William  Faithorne,  nearly  to  waist,  with  lace 
collar,  to  right,  in  oval ;  ist  state,  on  the  same  plate  as 
Henry  Rich,  Earl  of  Holland,  5f  x  4-g^  in. ;  2nd  state, 
plate  divided,  3I  X  i\  in.  (see  L.  Fagan,  "  Faithorne," 
1888,  p.  66). 

(8.)    By  Chambers,  3J  X  3  in. 

(9.)  For  the  Universal  Maga%ine^  6f  X  4  in.  (size  of 
whole  plate),  of  January,  1754. 

(10.)  By  H.  Robinson  (drawn  by  W.  Derby,  "  from 
the  original  of  Vandyke  in  the  collection  of  the  Right 
Hon.  the  Earl  of  Hardwicke,"  7  J  x  6|  in.,  June  i,  1827, 
for  Edmund  Lodge's  "  Portraits,"  and  on  a  smaller  scale 
in  Bohn's  reprint  of  Lodge,  1850,  vol.  v.,  facing  p.  67). 

Hollar  also  engraved  a  portrait  of  Robert  Rich,  Earl 
of  Warwick  (Gustav  Parthey,  "  Wenzel  Hollar,"  Berlin, 
1853,  No.  1518,  Vreite,  5  Zoll.  9  Lin,,  Hohe  mit  der 
Schrift  8  Zoll.  7  Lin.),  which  is  doubtless  a  version  of  this 
Van  Dyck  portrait.  Robert  Van  Voerst  (who  was  himself 
painted  by  Van  Dyck)  is  also  stated  by  Walpole  ("  Anec- 
dotes of  Painting,"  ed.  1888,  vol.  iii.,  p.  161)  to  have 
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Robert  Rich,  Earl  of  Warwick  {Continued). 

engraved  a  portrait  of  him  "  in  armour  scarf,  &c.,  4to," 
probably  from  the  same  picture. 

A  photogravure  of  the  original  painting  is  published  in 
Sedelmeyer's  "  Eighth  Hundred  of  Paintings  by  Old 
Masters,"  1902,  facing  p.  18. 

Notes. — The  Earl  of  Leicester  possesses  a  version  of  this 
fine  portrait,  identical  in  every  respect,  except  that  the 
canvas  is  somew^hat  smaller  (t.e.y  80  in.  by  50  in.)  ;  it  was 
exhibited  at  the  Old  Masters  in  1873,  No.  204,  and  again 
at  the  Van  Dyck  Exhibition  at  Burlington  House  in  1900, 
No.  1 01.  The  Marquess  of  Breadalbane  exhibited  another 
whole-length  portrait  of  the  Earl  of  Warwick  at  the  Old 
Masters  in  1877;  the  Earl  is  in  this  picture  represented 
as  wearing  a  red-and-silver  dress.  There  is  at  Petworth 
House  a  copy  by  Stone  of  one  of  the  versions  of  Van 
Dyck's  portraits  of  the  Earl  of  Warwick. 

Van  Dyck  also  painted  a  whole-length  portrait  of  Sir 
Charles  Rich,  now  the  property  of  Viscount  Dillon, 
and  portraits  of  Lady  Isabella  Rich  and  Charles  Rich, 
Earl  of  Warwick,  the  two  latter  being  the  property  of 
Lady  Elizabeth  Pringle.  M.  Frederic  Bischofsheim,  of 
Paris,  possesses  a  whole-length  of  Lady  Rich,  n^e  Anna 
Cavendish  (daughter-in-law  of  Robert  Rich,  Earl  of 
Warwick). 

The  British  Museum  Catalogue  contains  four  columns 
of  entries  of  books  and  pamphlets  (chiefly  dating  from  1642 
to  1648)  relating  to  Robert  Rich,  Earl  of  Warwick :  one  of 
these,  which  is  of  the  highest  American  interest,  is  "  The 
Warwick  Patent,"  March  19,  1632,  by  which  Robert, 
Earl  of  Warwick,  conveyed  the  territory  of  Connecticut 
to  sundry  lords  and  gentlemen  (edited  by  C.  J.  Hoadley, 
1902).    It  may  also  be  mentioned  that  all  that  is  known  to 
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Robert  Rich,  Earl  of  Warwick  {Continued). 

be  in  existence  of  the  original  manuscript  "  Minute  Book 
of  the  Council  for  New  England,"  described  by  the  late 
Charles  Deane  in  "  The  Proceedings  of  the  American 
Antiquarian  Society"  for  October  21,  1875,  and  at  one 
time  the  property  of  Mrs.  Carew,  of  Crowcombe  Court, 
Somerset,  was  in  possession  of  Messrs.  Dodd,  Mead  & 
Co.,  New  York,  in  December,  1904.  The  entries  in 
this  MS.  book  date  from  May  1622  to  June  29,  1623  i 
the  last  of  these  entries  deals  with  a  drawing  of  lots  by 
which  tracts  of  land  were  apportioned  among  the  patentees, 
among  whom  was  the  Earl  of  Warwick. 


SIR  ANTHONY  VAN  DYCK. 

(1599—1641) 


Portraits  of  a  Genoese  Lady 
and  Child. 

Two  whole-length  portraits ;  the  Mother,  apparently 
about  thirty  years  of  age,  is  standing  on  the  right, 
in  a  red  silk  robe  with  flowing  sleeves  and  train, 
black  rufF,  and  black  rufiles  round  her  wrists,  looking 
at  spectator  in  three-quarter  face  (which  is  of  round 
form)  ;  dark  hair,  with  a  crown  of  jewels  ;  her  left 
hand  resting  on  her  waist,  the  right  hand  hanging 
down  by  her  side,  the  fingers  extended  to  take  the 
uplifted  hand  of  the  Child,  who  is  standing  to  left 
looking  up  at  her  Mother,  and  is  dressed  in  long 
blue-and-gold  frock  ;  background,  pillar  and  curtain. 
Canvas,  84  x  56. 

Exhibited. — British  Institution,  1832,  No.  46  (Earl  of 
Caledon) ;  same  place,  1854,  No.  62,  as  "Lady  and 
Child"  (the  same)  j  and  Old  Masters,  1902,  No.  102,  as 
"  Portrait  of  a  Lady  and  Child  "  (Mr.  Pierpont  Morgan). 

References, — John  Smith,  "  Supplement  to  the  Catalogue 
Raisonne,"  1842,  No.  97;  and  Waagen,  "Galleries  and 
Cabinets  of  Great  Britain,"  1857,  P*  ^5^?  where  it  is 
described  as  "an  admirable  picture  of  his  Genoese  time. 
The  delicate  head  of  the  lady  is  beautifully  blended  in  a 
golden  tone  ;  that  of  the  child  is  of  great  animation." 

The  Personages. — This  imposing  picture  was  "  bought 
in  Italy  by  Du  Pre,  second  Earl  of  Cadedon  "  (Letter 
from  Lady  Jane  Van  Koughnet,  daughter  of  the  third 
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Portraits  of  a  Genoese  Lady  and  Child 

[Continued), 

Earl,  April  13,  1905),  probably  early  in  the  19th  century. 
Its  claim  to  represent  the  Marchesa  Spinola  and  daughter 
would  seem  to  date  from  about  the  time  of  its  first  public 
exhibition  in  London,  although  it  appeared  in  the  Cata- 
logue simply  as  portraits  of  a  "  Lady  and  Child."  In  a 
notice  of  the  pictures  at  the  British  Institution  in  1832,  a 
writer  in  The  Library  of  Fine  Arts  (1832,  vol.  iii.,  p.  114) 
observed :  "  Of  the  six  Vandykes  there  are  only  two 
which  we  can  look  at  with  pleasure  as  finished  works — 

No.  46,  Marchesa  Spinola,  painted  at  Genoa  "  In 

the  entry  of  the  picture  in  the  Supplement  to  Smithes 
"Catalogue  Raisonne,"  1842,  the  title  of  '^Marchesa 
Spinola  and  Daughter is  adopted  without  any  sort  of 
reservation.  The  natural  inference  would  be  that  the 
personages  are  the  wife  and  child  of  the  famous  Ambrogio 
Marchese  Spinola  (1569 — 1630),  the  distinguished  com- 
mander of  the  Spanish  forces  in  the  Netherlands,  whose 
portrait  as  an  elderly  man  Van  Dyck  painted  more  than 
once.  Chronology,  however,  completely  disproves  this 
theory,  as  may  be  seen  from  the  following  facts  :  Giovanna 
Bacciadonna,  "entre  las  mas  virtuosas  y  dignas  doncellas 
genovesas,"  was  married  in  1592  to  the  Marchese,  and 
died  early  in  the  year  161 5,  when  Van  Dyck  was  in  his  six- 
teenth year,  and  there  was  no  Marchesa  Spinola  until  1624, 
when  Felipe  Spinola,  the  eldest  son,  married  Georonima 
Doria,  daughter  of  Paolo  Doria,  Procurator  of  the  Re- 
public, and  it  would  have  been  impossible  for  them  to 
have  had  a  child  of  the  age  of  that  in  this  picture  before 
Van  Dyck  left  Genoa  for  Antwerp  in  June,  1625.  This 
picture  is  not  specially  mentioned  by  C.  G.  Ratti  in  his 
"  Instruzione  di  quanto  piu  vedersi  di  piu  bello  in  Genova 
in  pittura,  scultura  ed  architettura "  (editions  1776  and 
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Portraits  of  a  Genoese  Lady  and  Child 

{Continued). 

1780);  the  contents  of  eleven  Spinola  palaces  are  described 
by  Ratti,  and  his  inventory  was  drawn  up  whilst  the 
Genoese  palaces  were  intact.  He  mentions  a  large  number 
of  paintings  by  Van  Dyck,  but  he  appears  to  have  known 
the  names  of  very  few  of  the  portraits  of  ladies.  Some  of 
the  Spinola  and  other  palaces  were  despoiled  of  their 
treasures  towards  the  end  of  the  eighteenth  century  (see 
W.  Buchanan's  "Memoirs  of  Painting,"  1824),  and  most 
of  the  important  pictures  found  their  way  to  England. 
The  lady  in  this  picture,  it  may  be  added,  bears  a  very 
striking  resemblance  to  the  frequently  reproduced  whole- 
length  of  Paola  Adorno,  Marchesa  Brignole  Sala,  now  in 
the  Brignole  palace  at  Genoa ;  the  whole  scheme  of  the 
pictures  is  the  same,  the  dresses  singularly  alike  ;  but  the 
face  in  Mr.  Pierpont  Morgan's  picture  would  seem  to 
indicate  a  slightly  older  woman  than  that  of  the  work  in 
Genoa,  of  which  the  Duke  of  Abercorn  possesses  a 
version.  For  the  present,  therefore,  the  identity  of  the 
lady  and  child  in  Mr.  Pierpont  Morgan's  picture  must 
remain  unsettled.  It  is,  however,  a  remarkably  fine 
specimen  of  the  portraits  of  the  artist's  Genoese  period 
(/.^.,  1621-1625),  when  he  painted  under  the  influence  of 
Titian.  As  is  well  known,  comparatively  few  of  his 
pictures  painted  for  the  Genoese  nobility  have  ever  left 
their  palaces,  a  fact  which  explains  the  exceptional  value 
attached  by  amateurs  to  such  examples  as  from  time  to 
time  make  their  appearance  in  the  market. 


FRANS  HALS 


(Circa  1580 — 1666) 

Born  probably  at  Antwerp  in  1580  or  158 1  ;  studied  under 
Karel  Van  Mander,  a  painter  and  art  historian  ;  married  (as 
his  first  wife)  Anneke  Hermanszoon  about  1610;  is  said  to 
have  led  a  very  irregular  life,  and  was  certainly  on  one 
occasion  summoned  before  the  magistrates  for  ill-treating  his 
first  wife.  But  Frans  Hals  must  have  been  both  a  very 
rapid  and  an  industrious  artist,  as  his  finished  works  are  very 
numerous,  and  his  rank  as  a  portrait  painter  is  only  second 
to  that  of  Rembrandt.  His  finest  period  was  between  161 6 
and  1639,  when  he  painted  the  splendid  groups  which  are 
now  in  the  Haarlem  Museum.  He  died  at  Haarlem,  and 
was  buried  there  on  Sept.  i,  1666. 

Portrait  of  a  Man. 

[Michielsz  de  Waal] 
Half-length  figure  of  a  middle-aged  man  directed  to 
right,  head  turned  and  looking  at  spectator,  black 
dress,  brown  gloves,  deep  white  frill  round  neck ; 
black  hair,  moustache  and  slight  chin  tuft ;  large 
black  felt  hat ;  left  hand  resting  on  a  stick  or  staff. 
Canvas,  34  x  26f. 

Canvas  inscribed  halfway  up  on  the  right-hand 
side:  j^tat.  sua  32,  an.  1638  [?].  The  last 
numeral  is  not  distinct. 

Collection. — Arthur  Seymour  (whose  father  purchased  it 
for  a  small  price  many  years  ago  in  Paris),  Robinson  and 
Fisher's,  1897,  April  i,  lot  113. 

Note. — The  above  portrait  is  probably  that  of  Michielsz 
de  Waal,  who  appears  in  the  picture  of  St.  Joris'  Shooting 
Company,  1639,  now  at  the  Rathhaus,  Haarlem;  in  this 
fine  group  he  stands  fifth  from  the  left  end  in  the  lower 
(or  front)  row,  grasping  a  baton  in  his  left  hand.  At  the 
time  this  was  painted  he  was  Fiscal  of  the  Guild. 


FRANS  HALS. 

{Circa  1580 — 1666) 

Portrait  of  a  Lady. 

Half-figure  to  left,  full  face,  looking  at  spectator, 
holding  a  fan  in  right  hand,  left  hand  close  to  waist ; 
black  dress  trimmed  with  lace,  wide  lace  collar  and 
cufFs,  close-fitting  cap,  pearl  necklace  ;  grey  back- 
ground.   Panel,  31^  x  25I. 

Exhibited. — Old  Masters,  1903,  No.  45  (Mr.  Pierpont 
Morgan) . 

Note. — This  picture  is  an  interesting  instance  of  the 
chances  of  the  auction  room.  About  the  year  1896  it 
was  offered  in  a  small  country  sale  in  the  Isle  of  Wight, 
and  was  knocked  down  for  less  than  £20  to  some  London 
dealers,  who,  well  aware  of  the  treasure  they  had  obtained, 
promptly  asked  and  obtained  several  thousand  pounds  for 
it.  In  technique  it  is  one  of  the  finest  existing  portraits 
by  the  great  Haarlem  master. 


FRANS  HALS 

(1580— 1666) 


De  Heer  Bodolphe. 

fA.y^Z^   ^  Three-quarter  figure  of  an  elderly  man,  seated  in  a 

Q-aJ^  Clf^  high-backed  chair,  directed  to  right,  looking  at  the 

^^'V  .  spectator,    three-quarter  face  ;    dark  buttoned-up 

coat,  with  dark  cloak  which  falls  over  the  left 
shoulder  and  knees  ;  black  broad-brimmed  felt  hat 
with  high  crown,  elaborate  white  ruffle  ;  hands 
resting  on  lap  and  holding  his  gloves.  Canvas, 
48  X  38I 

Signed  with  monogram,  and  dated  on  right,  close 
to  face  :  jEtat,  sua  yj  an''  1643  F.  H, 


Collection. — Graf  Mniszech  (purchased  privately). 

Reference. — Percy  Rendell  Head,  Van  Dyck  and 
Frans  Hals,"  1879  (second  part),  p.  22. 

Exhibited. — Messrs.  Agnew's  Annual  Exhibition,  Old 
Bond  Street,  London,  November — December,  1906, 
No.  10. 

Note. — "  As  to  the  tw^o  Hals,  they  are  lent  by  their  new 
owner,  Mr.  Pierpont  Morgan,  who  lately  brought  them 
from  the  Mniszech  collection  in  Paris,  and  who  intends  to 
lend  them  to  the  Metropolitan  Museum,  Nevv^  York.  It 
may  be  permitted  to  us  to  envy  that  museum  its  good 
fortune ;  for  already,  among  the  Marquand  pictures,  it 
possesses  two  fine  Hals  of  similar  size  to  these,  whereas 
our  National  Gallery  is  in  this  respect  far  behind  all  the 

other  first-rate  collections  We  have,  then,  to  enjoy 

such  pictures  while  and  where  we  can ;  and  these  two. 


FRANS  HALS. 

(1580— 1666) 


De  Heer  Bodolphe  {Continued). 

plain  and  almost  repellent  as  they  are,  are  such  as  any 
lover  of  art,  any  student  of  painting,  can  enjoy  without 
reservation.  How  full  of  life  they  are  !  How  the  person- 
ality of  the  old  burgher  and  his  strong-brained  wife  stand 
revealed  !  How  finely  graduated  are  the  blacks  of  the 
costume  !  And — a  point  which  people  are  apt  to  forget 
in  looking  at  a  Hals — with  what  delicacy  of  touch  this 
strongest  of  all  painters  was  endowed  !  The  eyes  of  the 
old  lady,  for  instance,  are  studied  and  rendered  with  the 
accuracy  of  a  Holbein,  and  there  is  not  a  touch  upon  them 
which  is  out  of  place  by  a  millimetre." — The  Times, 
November  8,  1906. 


T 


FRANS  HALS. 

(1580— 1666) 

Mevrouw  Bodolphe. 

fet-t^^l^r  Three-quarter  figure  of  an  elderly  lady,  seated  in  a 

CLpJL^   Ctk/M^  ^  N/.^,  carved  arm-chair,  directed  to  front  and  looking  at 

the  spectator,  full-face ;  dark  dress  with  fur  trim- 
mings (or  perhaps  a  "  stole  ")  over  the  shoulders  to 
waist,  white  lace  cuffs  to  sleeves,  plain  white  linen 
close-fitting  Dutch  cap,  elaborate  white  frill  round 
neck  ;  left  hand  resting  on  arm  of  chair,  right  hand 
holding  long  white  gloves.    Canvas,  48  x  38^. 

Signed  with  monogram,  and  dated  on  left,  close 
to  neck-ruff:  ^^tat  su^  72  an"  164J  F.  H. 

Collection. — Graf  Mniszech  (purchased  privately). 

Reference. — Percy  Rendell  Head,  "  Van  Dyck  and 
Frans  Hals,"  1879  (second  part),  p.  22. 

Exhibited. — Messrs.  Agnew's  Annual  Exhibition,  Old 
Bond  Street,  London,  November — December,  1906, 
No.  12. 

See  Note  to  previous  entry. 
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MEINDERT  HOBBEMA. 


(1638— 1709) 

Born  at  Amsterdam  in  1638,  and  said  to  have  been  a  pupil 
of  Jacob  Ruysdael,  who,  at  all  events,  vi^as  a  viritness  at 
Hobbema's  marriage,  on  Oct.  2,  1668,  vt^ith  Eeltie  Vinck  at 
the  Reformed  church  at  Amsterdam.  Hobbema  is  known  to 
have  lived  at  Amsterdam  from  1668  to  the  time  of  his  death, 
and  was  employed  in  the  Excise.  His  signed  and  dated 
works  extend  from  1650  to  1689.  He  died  in  very  poor 
circumstances  in  the  Roosegracht  (where  Rembrandt  died 
forty  years  previously),  on  Dec.  14,  1709.  The  figures  in 
his  works  were  sometimes  painted  by  himself,  but  usually  by 
Berchem,  Adrian  Van  de  Velde,  or  Lingelbach. 

The  Trevor  Landscape;  "The 
Water  Mill." 

Described  by  Smith  as  follows  : — 

"A  landscape,  offering  an  extensive  and  highly 
picturesque  scene.  The  principal  objects  which 
meet  the  eye  are  a  cottage  and  a  water-mill,  placed 
near  centre  of  the  second  distance,  the  stream  from 
which  flows  along  the  front  ground,  where  a  woman, 
dressed  in  a  blue  skirt,  is  in  the  water,  dragging 
forward  an  ox,  while  a  man  behind  is  beating  the 
animal  on ;  these  are  by  the  hand  of  Adrian  Van 
de  Velde^  A  cluster  of  lofty  umbrageous  trees, 
and  a  pollard  willow,  rise  from  a  bank  beyond  them, 
and  from  thence  appears  a  winding  path  leading 
over  a  common  to  a  cottage,  partly  concealed  by 
trees ;  a  second  habitation  is  visible  on  the  farther 
side  of  a  green.  The  rest  of  the  composition  con- 
tributes to  the  general  beauty  of  the  picture,  which 


MEINDERT  HOBBEMA. 

(1638— 1709) 


The  Trevor  Landscape  : 

The  Water  Mill  "  (Continued). 

is  further  heightened  by  the  lustre  of  a  fine  bright 
day,  with  light  fleecy  clouds  floating  slowly  over  the 
azure  sky.    Canvas,  39  x  57." 

Signed  and  dated  at  extreme  left-hand  lower 
corner  :  Af.  Hohbema^  166'j* 

Collections. — Lady  Hampden,  Christie's,  1834,  April  18, 
lot  89  ;  John  Walter,  Esq.,  M.P.,  of  Bearwood  ;  Sir 
Edgar  Vincent,  M.P.,  Esher  Place;  purchased  privately 
for  Mr.  Pierpont  Morgan. 

References. — John  Smith,  "  Catalogue  Raisonne  of  the 
Works  of  the  Dutch,  Flemish,  and  French  Painters," 
1835,  pt.  vi.,  pp.  146,  147,  No.  92  ;  and  Frank  Cundall's 
"Landscape  and  Pastoral  Painters  of  Holland,"  i89i,p.  1 56. 

Engraved  by  Robert  Earlom  in  reverse,  21  x  16 J,  "  from 
the  original  picture  painted  by  Hobbema  in  the  collection 
of  the  Right  Honourable  Lord  Trevor,"  and  published 
Sept.  21,  1769,  by  John  Boydell,  under  the  title  of  "  The 
Water  Mill." 

Exhibited. — Old  Masters,  1882,  No.  62  (John  Walter, 
Esq.,  M.P.). 

Note. — The  first  recorded  owner  of  the  above  picture 
was  the  4th  Baron  Trevor  (i  70 1 -1783),  who  was  created 
Viscount  Hampden  in  1776.  The  Lady  Hampden  whose 
pictures  were  sold  at  Christie's  in  1834  was  the  second 
wife  of  Thomas,  3rd  and  last  Viscount  Hampden  of  this 
creation  (who  succeeded  his  brother  in  the  title),  and 
daughter-in-law  of  the  ist  Viscount.  She  died  in  Green 
Street,  Grosvenor  Square,  London,  on  June  27,  1833; 
her  husband  died  in  1824. 


MEINDERT  HOBBEMA 

(1638— 1709) 

The  Holford  Landscape. 

Described  by  Smith  as  follows  : — 

"  A  lady  and  gentleman  enjoying  a  rural  walk. 
This  splendid  work  of  art  exhibits  the  picturesque 
beauties  of  a  rural  scene  in  Holland,  under  the  most 
fascinating  appearance  of  the  season.  A  road, 
dividing  the  foreground,  invites  the  spectator's  steps 
to  trace  its  windings  through  a  spacious  wood,  com- 
posed of  a  rich  variety  of  trees,  whose  ample  foliage, 
tinged  with  autumnal  hues,  sparkles  with  the  golden 
beams  of  the  nearly  mid-day  sun,  whose  vivid  rays 
play  delightfully  amongst  their  boles  and  branches. 
On  the  right  of  the  road,  and  verge  of  the  wood,  is 
a  pool  of  water,  the  overflowing  from  which  crosses 
the  road,  and  forms  a  second  pond,  which,  like  the 
former,  is  fringed  with  an  abundance  of  flags  and 
other  aquatic  weeds.  The  opposite  side  of  the 
picture  is  composed  of  high  ground,  having  a 
sloping  bank  covered  with  verdure,  and  patched 
with  a  few  bushes  and  a  cluster  of  trees,  and  on  its 
summit  a  pathway,  which  appears  to  lead  to  a  house 
in  the  centre  of  the  view,  and  middle  distance  of 
the  scene,  only  a  small  portion  of  which  is  visible  ; 
the  off-scape  on  this  side  opens  over  some  flat  lands 
intersected  by  hedges.  The  figures  which  animate 
the  picture  are  by  the  artist's  own  hand,  and  consist 
of  a  man  and  woman,  standing  on  the  right  of  the 
road,  in  conversation  ;  beyond  these  are  seen  a  lady 


MEINDERT  HOBBEMA. 

(1638—1709) 


The  Holford  Landscape  {Continued). 

and  a  gentleman  coming  from  the  wood,  and  on  the 
bank  of  the  farthest  pool  is  seated  a  man  angling. 
Light  fleecy  clouds  of  lustrous  purity  float  over  the 
azure  hemisphere,  which,  together  with  the  super- 
incumbent landscape,  is  magically  suflFused  with  the 
light  of  a  fine  clear  day. 

"  This  brilliant  epitome  of  Nature  is  justly  en- 
titled to  the  highest  commendation,  and  is  in  truth 
an  example  of  such  rare  occurrence,  that  it  may  be 
fairly  placed  in  juxtaposition  with  the  celebrated 
chef-d'' ceuvre  by  the  same  painter  [Coll.  Lord  Hather- 
ton,  Smith's  'Catalogue,'  vol.  vii..  No.  i]  ;  it  also 
bears  the  same  date  (1663)  as  that  picture,  and 
being  also  of  the  same  size,  may  have  been  intended 
as  a  companion.  Its  history  states  it  to  have  been 
purchased  nearly  a  century  ago  [/.^.,  1742]  by  an 
ancestor  of  the  late  proprietor,  Charles  Cobbe,  Esq., 
of  Dublin,  who,  after  refusing  many  liberal  offers 
for  it,  was  at  length  tempted  by  one  from  Mr. 
Brown,  a  dealer,  who  soon  after  sold  it  to  R.  S. 
Holford,  Esq.,  for  ;^3,ooo  ;  and  although  this  sum 
may  appear  a  novel  price,  yet  such  are  its  attractions, 
that  it  would  readily  find  a  buyer  at  the  same 
amount.    Canvas,  36  x  50." 

Signed  and  dated  at  lower  right-hand  corner : 
Me'yndert  Hohbema^  ^66j. 

References. — John  Smith,  "Catalogue  Raisonne  of  the 
Works  of  the  Dutch,  Flemish,  and   French  Painters," 


MEINDERT  HOBBEMA. 

(1638— 1709) 

The  Holford  Landscape  {Continued). 

Supplement,  1842,  pp.  724,  725  ;  G.  F.  Waagen,  "Art 
Treasures  of  Great  Britain,"  1854,  vol.  ii.,  p.  202  ;  Emile 
Michel, "  Hobbema,"  1890,  p.  50,  where  the  signature  and 
date  are  reproduced  in  facsimile;  and  Frank  Cundall,  "The 
Landscape  and  Pastoral  Painters  of  Holland,"  1 891, p.  157. 

Exhibited. — British  Institution,  1840,  No.  22,  as  "A 
Forest  Scene"  ;  same  place,  1851,  No.  49  ;  Manchester 
Art  Treasures,  1857,  7^7  i  British  Institution,  1862, 
No.  3  ;  and  Old  Masters,  1887,  No.  59  (in  each  case  hy 
Mr.  R.  S.  Holford). 

Note. — With  reference  to  the  sale  of  this  picture  by  Mr. 
Charles  Cobbe,  about  the  year  1830,  the  following  extract 
from  the  "  Life  "  of  his  daughter,  the  late  Miss  Frances 
Power  Cobbe  (1894, vol.  i.,  p.  26),  will  be  read  with  interest : 
— "  Though  often  hard  pressed  to  carry  out  with  a  very 
moderate  income  all  his  projects  of  improvements,  he  was 
never  in  debt.  One  by  one  he  re-built  or  re-roofed  almost 
every  cottage  on  his  estate,  making  what  had  been  little 
better  than  pig-styes  fit  for  human  habitation  ;  and  when 
he  found  that  his  annual  rents  could  never  suffice  to  do 
all  that  was  required  in  this  way  for  his  tenants  in  his 
mountain  property,  he  induced  my  eldest  brother,  then  just 
of  age,  to  join  with  him  in  selling  two  of  the  pictures 
which  were  the  heirlooms  of  the  family  and  the  pride  of 
the  house,  a  Gaspar  Poussin  and  a  Hobbema,  which  last 
now  adorns  the  walls  of  Dorchester  House.  I  remember 
as  a  child  seeing  the  tears  in  his  eyes  as  this  beautiful 
painting  was  taken  out  of  the  room,  in  which  it  had  been 
like  a  perpetual  ray  of  sunshine.  But  the  sacrifice  was 
completed,  and  80  good  stone-and-slate  '  Hobbema  Cot- 
tages,* as  we  called  them,  soon  rose  all  over  Glenasmoil. 
Be  it  noted  by  those  who  deny  every  merit  in  an  Anglo- 
Irish  landlord,  that  not  a  farthing  was  added  to  the  rent  of 
the  tenants  who  profited  by  this  real  act  of  self-denial." 


CASPAR  NETSCHER. 


(1639— 1684) 

Born  at  Heidelberg  in  1639,  son  of  a  sculptor  of  Stuttgart; 
taken  to  Arnheim  when  quite  a  child  ;  studied  art  under 
Koster,  but  more  particularly  under  Gerard  Terburg ;  from 
1659  I he  was  working  at  Bordeaux,  and  in  the  latter 
year  he  settled  at  the  Hague  and  joined  the  Guild  of  Painters 
there;  he  died  at  the  Hague  on  Jan.  15,  1684.  Walpole 
says  that  he  visited  England,  on  the  invitation  of  Sir  William 
Temple,  in  the  reign  of  Charles  II.,  but  did  not  remain  long. 
His  Christian  name  is  sometimes  spelt  "  Gaspard." 

The  Princess  Anne. 

Younger  daughter  of  James  II.  by  his  first  wife.  Lady  Anne 
Hyde,  daughter  of  Lord  Chancellor  Clarendon  ;  born  at  St. 
James's,  Feb.  6,  1665  ;  married,  July  28,  1683,  George, 
Prince  of  Denmark  (he  died  Oct.  28,  1708);  succeeded  her 
brother-in-law,  William  III.,  on  April  23,  1 702,  as  Queen 
of  Great  Britain,  France,  and  Ireland  ;  died  at  Kensington, 
Aug.  I,  1714. 

The  Princess  is  represented  when  eighteen  years  of 
age,  richly  attired  in  an  embroidered  blue  silk  robe 
with  full  lace  sleeves,  standing  near  a  sculptured 
table,  caressing  a  spaniel  ;  a  theorbo  and  book  are 
on  the  table  ;  a  shrubbery  adorned  with  statues 
forms  the  background.    Panel,         x  22f. 

Signed  and  dated  on  the  lower  ledge  of  the 
carved  stone  table  to  left,  G,  Netscher^  ^68j. 

Collections. — Sir  Philip  Sidney,  Bart.,  Penshurst,  and 
Lord  de  risle. 

Reference. — Described  in  John  Smith's  "Catalogue 
Raisonne  of  the  Works  of  the  most  eminent  Dutch, 
Flemish,  and  French  Painters,"  Supplement  1842,  No.  35. 


REMBRANDT  HERMANSZ 
VAN  RIJN. 

(1606 — 1669) 

Born  on  the  Weddesteeg,  at  Leyden,  on  July  15,  1606,  son 
of  a  miller ;  studied  art  under  Jacob  van  Swanenburch  at 
Leyden,  and  Peter  Lastman  at  Amsterdam  ;  removed  from 
Leyden  in  1630  or  1631  to  Amsterdam,  where  he  remained 
to  the  end  of  his  career;  he  married,  on  June  22,  1634, 
Saskia  van  Ulenburg,  who  died  in  1642.  After  her  death, 
though  he  worked  with  little  intermission,  his  fortunes 
declined,  and  he  was  publicly  declared  a  bankrupt  in  1656 ; 
but  in  spite  of  constant  troubles,  he  worked  on  to  the  end, 
the  most  powerful  and  original  artist  that  Northern  Europe 
has  ever  known.  One  of  his  earliest  works,  dated  1627,  is 
now  in  the  Museum  at  Stuttgart,  and  one  of  his  latest,  the 
so-called  "  Jewish  Bride,"  is  in  the  Ryks  Museum  at  Am- 
sterdam. He  died  at  Amsterdam,  and  was  buried  there  on 
Oct.  8,  1669. 


Nicholas  Ruts.  P^^^^cv. 

Half-length,  life-size  portrait  of  a  healthy,  energetic-  7 
looking  man  of  about  fifty  years  of  age,  standing  to 
right,  looking  at  spectator  ;  right  hand  resting  on  a 
reddish  leather  chair ;  left  hand  holding  up  a  letter 
on  which  is  the  signature  of  the  artist  and  the  date 
1631;  purple,  fur-trimmed  robe  over  black  doublet; 
high-crowned  cap,  white  rufF  and  cuffs  ;  grey  back- 
ground.   Mahogany  panel,  46  x  34I-. 

Signed  above  to  the  right  in  monogram 


History  and  References. — The  title  of  this  portrait  is 

u 


REMBRANDT    HERMANSZ  VAN 
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Nicholas   Ruts  {Continued). 

derived  from  the  inscription  on  a  drawing  by  A.  Delfos, 
in  the  collection  of  Dr.  C.  W.  J.  J.  Pape,  of  the  Hague  : 
"  Het  portrat  van  Nicolaas  Ruts  levews  groot  door 
Rembrandt  van  Rijn  1632,  a  Delfos,  1799,  thaus  bij  den 
heer  Joost  Romswinckel  te  Leiden."  C.  J.  Nieuwenhuys, 
"La  Galerie  des  Tableaux  de  S.  M.  le  Roi  des  Pays- 
Bas/'    1849,  75    (catalogued  as    "Portrait  d'un 

R^bin ")  ;  Vosmaer,  "Rembrandt,  sa  vie,  ses  oeuvres," 
1877,  490  and  495  ;  Dr.  W.  Bode,  "  Studien,"  p.  382, 
No.  215;  Dutuit,  p.  45,  No.  226;  Wurzbach,  Nos.  199, 
446  ;  Michel,  557  (authorities  quoted  by  Dr.  Bode)  ;  and 
W.  Bode  and  C.  Hofstede  de  Groot,  "The  Complete 
Works  of  Rembrandt,"  1897-1903,  vol.  i.,  p.  136. 

Collections. — Susannah  Ruts,  daughter  of  Nicholas  Ruts 
(she  was  born  in  1598),  widow  of  Joannes  Boddens, 
who  was  married  in  1636  to  Pieter  van  der  Hagen  ;  Joost 
Romswinckel,  Leyden,  1799  ;  Queen  of  the  Netherlands; 
King  William  IL  of  Holland,  August,  1850,  3,400  fl.  ; 
Adrian  Hope,  1894,  June  30,  lot  57  ;  Joseph  Ruston, 
1898,  May  21,  lot  95. 

Illustrations. — Engraved  in  outline  by  A.  L.  Zeelander, 
for  the  "  Gallery  "  of  King  William  IL  of  Holland  ; 
process  plates  in  W.  Bode  and  C.  Hofstede  de  Groot,  "The 
Complete  Works  of  Rembrandt,"  1897,  ^-y  P^^^^  5^  i 
the  Hope  and  Ruston  Sale  Catalogues  ;  and  W.  Roberts, 
Memorials  of  Christie's,"  vol.  ii.,  facing  p.  238. 

Exhibited. — Old  Masters,  1903,  No.  43  (Mr.  Pierpont 
Morgan) . 

Notes. — "  The  most  important  and  one  of  the  earliest  of 
the  large  portraits  with  which  Rembrandt  first  made  his 
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Nicholas  Ruts  {Continued), 

reputation  ;  it  is  one  of  three  known  to  exist  with  the 
date  1 63 1.  The  momentary  quality  of  the  conception, 
and  the  self-conscious  attitude  emphasise  the  energetic 
cast  of  the  features,  the  forcible  expression  of  which  is 
further  emphasised  by  strong  contrasts  of  light  and  shade  " 
(Dr.  Bode). 

Some  additional  information  concerning  Susannah  Ruts, 
her  two  husbands,  and  the  history  of  the  portrait  are 
printed  in  the  concluding  volume  (viii.,  p.  179)  of  Dr. 
Bode's  "  Complete  Works  of  Rembrandt,"  1906. 

From  an  undated  autograph  note  (sold  in  London  on 
March  18,  1852,  addressed  by  Rembrandt  to  Const. 
Huygens,  and  apparently  relating  to  the  portrait  of  Maurits 
Huygens,  painted  in  1632,  it  would  seem  that  Rembrandt's 
price  at  this  period  was  200  livres.  The  resume  of  the 
letter  is :  The  picture  that  he  has  ordered  is  finished,  and 
has  just  been  forwarded  to  him ;  he  has  fixed  his  price  at 
200  liv.  and  believes  himself  very  reasonable  in  having 
demanded  so  little ;  if  his  Excellency  thinks  it  too  much, 
he  begs  he  will  tell  him  so,  and  assures  him  that  that  will 
not  diminish  the  friendship  and  esteem  in  which  he  holds 
him.  He  has  seen  the  place  in  the  gallery  where  it  was 
designed  to  hang  his  picture,  and  thinks  there  could  not 
be  a  better,  whether  for  light  or  position. 
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REMBRANDT  HERMANSZ 
VAN  RIJN. 

(1606 — 1669) 

Portrait  of  an  Artist. 

Three-quarter  figure,  seated  to  right,  looking  at 
spectator,  drawing  on  a  board  which  he  holds  on  his 
knees  ;  dark  dress,  brown,  fur-trimmed  robe,  black 
cap ;  dark-brown  background,  with  curtain  in  right 
corner.    Canvas,  43^  x  33^. 

Painted  about  1650. 

Collection. — From  Wycombe  Abbey,  Lord  Carrington  ; 
inaccurately  described  by  Smith  in  his  "  Catalogue 
Raisonne,"  Supplement  1842,  No.  28,  probably  without 
ever  having  seen  the  picture. 

Exhibited. — Old  Masters,  1899,  No.  68  (Mr.  Pierpont 
Morgan)  ;  and  Whitechapel  Art  Gallery,  1904,  No.  311 
(the  same). 

Note. — This  portrait  has  usually  been  described  as  of 
Rembrandt  himself ;  "  but  Rembrandt  could  no  longer 
have  been  a  young  man  when  this  imposing  work  was 
painted  "  (Catalogue  of  Whitechapel  Exhibition). 


REMBRANDT  HERMANSZ 
VAN  RIJN. 

(1606 — 1669) 

A  Woody  Landscape. 

An  open  glade  in  the  middle  of  a  wood ;  a  large 
tree  in  the  foreground,  beyond  which  are  two  figures 
of  a  man  and  woman  resting ;  in  the  background  is 
seen  another  man  walking  away  in  the  shadow  of 
the  high  trees  which  occupy  most  of  the  picture  ; 
cloudy  sky.    Canvas,  29  x  40. 

Signed  in  right-hand  lower  corner  (the  initial  R  is 
distinct,  and  there  are  traces  of  other  letters  of 
Rembrandt*s  name  indistinctly  visible  beneath  the 
coating  of  varnish). 

Exhibited. — Old  Masters,  1903,  No.  123  (Mr.  Pierpont 
Morgan). 


SIR  PETER  PAUL  RUBENS. 


(1577— 1640) 

Born  at  Siegen,  in  Westphalia,  on  June  28,  1577,  son 
of  Dr.  John  Rubens,  a  lawyer  and  alderman,  and  Mary 
Pypeling,  natives  of  Antwerp,  to  which  place  his  mother, 
on  the  death  of  her  husband,  returned  with  her  family  in 
1587  ;  intended  for  the  law,  but  decided  to  become  a 
painter  ;  studied  under  Tobias  Verhaegt,  Adam  van  Noort, 
and  Otto  van  Veen  (Otho  Venius) ;  visited  Italy  in  1600, 
and  went  to  Madrid  in  1605,  where  he  painted  portraits 
of  several  members  of  the  Spanish  nobility  ;  returned  to 
Antwerp  in  1608  after  an  absence  of  eight  and  a  half  years  ; 
appointed  Court  painter  to  Albert  and  Isabella;  visited 
Paris  in  1620,  and  painted  the  series  of  pictures  for  the  new 
Palace  of  the  Luxembourg,  21  in  number,  now  in  the 
Louvre  ;  visited  Spain  again  in  1628,  and  in  1629,  England, 
where  he  was  knighted  by  Charles  I.  in  1630;  in  the  same 
year  he  received  a  similar  honour  from  Philip  IV.  of  Spain  j 
in  1 610  he  built  a  magnificent  house  for  himself  at  Antwerp, 
where  he  died,  possessed  of  great  wealth,  on  May  30,  1640. 


Anne  of  Austria. 

^  ^  Anna  Maria  Mauricia,  elder  daughter  of  PhiHp  III.  of 

K^-^V^^*^  '^"^^-^  ^  Spain ;  born  at  Madrid,  Sept.  22,  1601  ;  demanded  in 
marriage  for  the  son  of  the  Emperor  of  Abyssinia,  1604  > 
married  Louis  XIII.  of  France  by  proxy  at  Burgos, 
October  18,  161 5,  and  in  person  at  Bordeaux  a  few  weeks 
afterwards;  at  her  husband's  death  (in  May,  1643)  P^°" 
claimed  Regent  during  the  minority  of  her  son,  Louis  XIV., 
1643-61,  "et  la  faveur  qu'elle  accorda  i  Mazarin  occasionna 
les  troubles  de  la  Fronde'';  died  January  20,  1666.  The 
authorities  do  not  agree  either  as  to  the  year  or  place  of  her 
birth,  and  at  least  three  different  dates  are  given  for  her 
marriage  at  Bordeaux. 


SIR  PETER  PAUL  RUBENS. 

(1577— 1640) 


Anne  of  Austria  {Continued), 

Nearly  whole-length  figure,  sitting  in  a  large  chair, 
directed  slightly  to  left,  looking  to  right,  black  dress 
cut  to  V-shape,  trimmed  with  lace  at  wrists,  with  a 
very  large  fan-shaped  white  rufF  round  neck ;  both 
hands  resting  on  lap,  the  right  hand  holding  a  small 
brown  fur  mufF ;  pearl  and  diamond  necklace  and 
earrings  ;  light-brown  or  golden  hair  with  black  lace 
ornament  and  veil  ;  background  to  right,  a  rich 
green  curtain  embroidered  with  fleurs-de-lys  in 
gold,  carved  panelled  doorway  to   left.  Canvas^ 
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Collection. — Duke  of  Marlborough,  Blenheim,  until 
1886,  when  it  was  bought  in  at  Christie's,  July  24, 
lot  72.  It  afterwards  belonged  to  Lily,  Duchess  of 
Marlborough. 

Exhibited.  —  Old  Masters,  1885,  No.  147  (Duke  of 
Marlborough);  Old  Masters,  1903,  No.  49  (Mr.  Pierpont 
Morgan). 

References. — This  was  always  described  at  Blenheim  as 
a  portrait  of  Catherine  de  Medicis.  The  first  authority 
to  throw  doubts  upon  this  attribution  was  Dr.  Waagen, 
who,  in  his  "  Works  of  Art  and  Artists  in  England,** 
1838,  vol.  ii.,  p.  229,  describes  it  as  of  the  painter's 
earlier  period ;  of  refined  truth  to  nature,  decided  forms, 
and  delicate  tone.  If  it  really  represents  that  queen 
[Catherine  de  Medicis],  it  must  have  been  painted  from 
an  earlier  picture,  because  Rubens  was  only  twelve  years 
old  when  she  died.  But  it  does  not  seem  to  me  probable.** 
Scharf,  in  compiling   his  Catalogue  of  the  Blenheim 


SIR  PETER  PAUL  RUBENS 

(1577— 1640) 


Anne  of  Austria  {Continued). 

Collection,  went  further,  and  proved  conclusively  that  the 
portrait  represents  Anne  of  Austria. 

Illustrated  in  The  Anglo-Saxon  Review^  June,  1899,  facing 

p.  185. 

Notes. — G.  Scharf,  in  his  "  Catalogue  Raisonne :  or  a 
History  of  the  Pictures  in  Blenheim  Palace,"  1862 
(pp.  29 — 30),  thus  refers  to  this  portrait : — "  She  is  repre- 
sented seated  in  a  magnificent  apartment,  probably  the 
*  Salle  des  Caryatides '  of  the  Louvre.  .  .  .  Her 
white,  delicate  hands  are  somewhat  ostentatiously  shown 
upon  her  black  dress,  which  accords  remarkably  with  a 
passage  [cited  below]  in  the  description  by  Madame  de 
Motteville.  .  .  .  The  complexion  is  very  pink  and 
fresh,  cheeks  and  lips  pale  vermilion,  eyeballs  pale  grey, 
and  hair  flaxen  shaded  with  grey."  This  picture  is 
probably  the  one  which  is  numbered  167  in  the  catalogue 
of  Rubens'  effects  taken  after  his  death  in  1640,  and 
described  as  "  a  portrait  of  the  Oueen-Consort  of  Louis 
XHL"  It  corresponds  exactly  with  the  engraving  by 
S.  Louys,  inscribed  "Anna  Ludovici  XIII  Uxor  Galliarum 
et  Navarrae  Regina.  P.  P.  Rubens  pinx^'*  Another 
engraving  of  her  by  Hondius,  much  older- looking,  also 
exists.  It  is  inscribed  "  j^^tat.  xxvi.,"  dated  1627.  There 
was  also  a  picture  by  Rubens  of  the  Queen-Regent  of 
France  sitting  under  a  canopy,  in  the  collection  of  the 
Duke  of  Buckingham,  21  X  24  in.  (see  Vertue's  Catalogue, 
p.  15). 

The  following  interesting  description  of  the  personal 
appearance  (in  or  about  the  year  1632)  of  Anne  of  Austria 
is  preserved  by  Madame  de  Motteville  : — "  She  wore  her 
hair  frizzed,  and  with  much  powder  ;  after  that  she  took 
to  curls.    Her  hair  had  grown  rather  darker  in  colour. 


SIR  PETER  PAUL  RUBENS. 


(1577— 1640) 
Anne  of  Austria  {Continued), 

and  she  had  a  great  quantity  of  it.  Her  features  were  not 
delicate,  having  even  the  defect  of  too  thick  a  nose,  and 
she  w^ore,  in  Spanish  fashion,  too  much  rouge ;  but  she 
was  fair,  and  never  was  there  a  finer  skin  than  hers.  Her 
eyes  were  perfectly  beautiful ;  gentleness  and  majesty 
united  in  them ;  their  colour,  mingled  with  green,  made 
her  glance  the  more  vivid  and  full  of  all  the  charms  that 
nature  gave  them.  Her  mouth  was  small  and  rosy,  the 
smile  admirable,  and  the  lips  had  only  enough  of  the 
Austrian  family  to  make  them  more  beautiful  than  may  be 
claimed  to  be  more  perfect.  The  shape  of  her  face  was 
handsome  and  the  forehead  well  made.  Her  hands  and 
arms  were  of  surpassing  beauty,  and  all  Europe  has  heard 
their  praises ;  their  whiteness,  without  exaggeration, 
equalled  that  of  snow  ;  poets  could  not  say  enough  when 
they  wished  to  laud  them.  .  .  .  She  was  tall,  and 
her  bearing  lofty  but  not  haughty"  ("Memoirs  of  Madame 
de  Motteville,"  translated  by  K.  P.  Wormeley,  1902, 
vol.  i.,  p.  42). 

Another  portrait  of  Anne  of  Austria  by  Rubens  was  in 
Sir  J.  Domville's  collection,  1863. 
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SIR  PETER  PAUL  RUBENS 


(1577—1640) 
The  Cardinal-Infant  Ferdinand. 

Ferdinand  of  Austria,  son  of  Philip  III.  of  Spain  and  Margaret 
of  Austria;  born  May  16,  1609,  created  a  cardinal  in  1619  ; 
appointed  Governor  of  the  Netherlands  at  the  death,  on 
December  i,  1634,  of  his  aunt,  the  Infanta  Isabella  Clara 
Eugenia ;  on  his  way  from  Milan  to  take  up  his  new  post 
the  Cardinal-Infant  Ferdinand  joined  with  the  King  of 
Hungary  and  defeated  the  Swedes  and  their  allies  at  the 
Battle  of  Nordlingen,  and  thus  entered  upon  his  government 
"crowned  with  glory";  died  at  Brussels  on  November  10, 
1 641. 

Three-quarter-length  figure,  standing,  directed  to 
left,  looking  at  the  spectator  ;  in  armour,  a  long 
broad  red  sash  passing  over  right  shoulder  and  tied 
in  a  large  bow  at  left  side  ;  white  lace  collar ;  both 
hands  encased  in  large  brown  leather  gloves,  the 
right  resting  apparently  on  a  staff,  the  left  on  his 
hip  ;  helmet  on  a  table  (covered  with  red  cloth)  to 
left ;  long  golden  hair,  slight  fair  moustache  and 
small  chin  tuft,  wearing  large  black  felt  hat ;  brown 
curtain  to  right,  pillar  to  left.    Canvas,  45  x  37. 

Painted  in  1635. 

History. — A  few  details  concerning  the  history  of  this 
vigorous  portrait  were  inscribed  on  the  old  stretcher,  a 
portion  of  which,  with  the  inscriptions,  was  preserved  and 
fastened  on  to  the  new  stretcher  when  the  picture  was 
lined  and  restored  in  March  1896.  These  inscriptions 
are  now  unfortunately  almost  entirely  undecipherable. 
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(1577—1640) 

The  Cardinal-Infant  Ferdinand  {Continued), 

One  of  these  states  that  the  picture  was  "  bought  by  Sir 
Joshua  Reynolds  for  100  gs.  in  1771."  Rubens  painted 
many  portraits  of  the  Cardinal-Infant  Ferdinand,  nearly  all 
of  which  are  referred  to  and  some  are  described  in  John 
Smith's  "  Catalogue  Raisonne."  This  example  was 
apparently  acquired  by  the  Earl  of  Upper  Ossory  from  his 
friend  Sir  Joshua  Reynolds  during  the  lifetime  of  the 
latter,  as  it  is  not  mentioned  in  any  of  the  Reynolds  sale 
catalogues ;  there  were  two  sales  of  Upper  Ossory 
pictures,  one  on  April  8,  18 19,  and  the  other  on  May  21, 
1842,  and  this  portrait  was  in  neither  of  these  dispersals. 
It  was  bequeathed  to  or  inherited  by  Robert  Vernon 
Vernon,  first  Baron  Lyveden,  who  married  Emma  Mary, 
daughter  of  John,  Earl  of  Upper  Ossory,  and  eventually 
passed  into  the  possession  of  Lord  Lyveden's  fourth  son, 
the  Hon.  Greville  Richard  Vernon,  of  whom  it  was 
purchased  on  June  14,  1898. 

Exhibited. — British  Institution,  181 5,  No.  no,  in  error 
as  "Archduke  Albert"  (Earl  of  Upper  Ossory)  5  Old 
Masters,  1902,  No.  103  (Mr.  Pierpont  Morgan). 

Illustration.  —  Sedelmeyer*s  "  Seventh  Hundred  of 
Paintings  by  Old  Masters,'*  1901. 

Reference. — John  Smith,  "Catalogue  Raisonne,"  Part 
ii.,  1830,  No.  917. 

Note. — "On  the  7th  April,  1635,  Prince  Ferdinand, 
Governor  of  the  Netherlands  and  brother  to  Philip  IV., 
King  of  Spain,  made  his  public  entry  into  Antwerp.  The 
triumphal  arches,  eleven  in  number,  through  which  he 
passed,  were,  at  the  solicitation  of  the  magistrates  of  the 
city,  designed  by  Rubens,  who  was,  however,  unable  to 
take  any  part  in  the  proceedings,  being  unfortunately 
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The  Cardinal-Infant  Ferdinand  {Continued), 

confined  to  his  house  by  a  severe  fit  of  the  gout,  with  which 
he  was  at  this  period  of  his  life  very  often  afflicted.  The 
Prince,  who  was  acquainted  with  the  great  artist  when  in 
Spain  and  Brussels,  on  learning  the  cause  of  his  absence, 
paid  him  a  visit,  and  remained  some  time  examining  his 
gallery  of  pictures  and  his  works  of  art  "  (W.  N.  Sains- 
bury,  "  Original  Unpublished  Papers  illustrative  of  the 
Life  of  Rubens,"  1859,  pp.  187,  188). 


FRENCH  SCHOOL. 


FRANCOIS  BOUCHER, 

PREMIER   PEINTRE  DU  ROY. 
(1703— 1770) 

Two  Shepherdesses,  with  Dove 
and  Letter. 

Two  small  whole-length  figures  in  a  landscape, 
beneath  the  shadow  of  a  tall  tree,  and  near  a  high 
stone  garden  wall  which  is  surmounted  by  a  carved 
stone  figure  of  a  lion  couchant ;  the  principal 
shepherdess  is  seated  and  directed  to  front,  in  low- 
cut  dress  of  white  material  with  broad  bands  of 
pink,  arms  and  legs  bare,  fair  hair  bound  with  pink 
ribbon,  with  spray  of  flowers  over  right  ear ;  she 
holds  in  her  left  hand  a  letter  which  is  being  attached 
by  a  blue  ribbon  to  a  dove  ;  right  arm  around  the 
neck  of  the  second  shepherdess,  who  is  dressed  in  a 
pale  blue  low  dress,  with  a  spray  of  forget-me-not 
in  her  hair,  and  is  seated  by  the  side  of  her  com- 
panion and  looking  up  at  her ;  to  left  is  a  flock  of 
several  sheep  with  a  dog ;  on  the  right  a  white  sheep 
and  a  basket  of  flowers.    Canvas,  31  x  25.  Pastel. 

Note. — This  may  be  one  of  "Quatre  Pastorales,  dont 
deux  sont  ovales,"  which  Boucher  exhibited  at  the  Salon 
of  1765  :  "  Une  jeune  Femme  attachant  une  lettre  au  col 
d'un  pigeon.  Tableau  d'environ  2  pieds  6  pouces  de  haut, 
sur  2  pieds  de  large."  In  any  case  the  design  was  elabo- 
rated by  Boucher  in  one  of  the  four  panels  successively 
in  the  collections  of  the  Marquis  de  Ganay,  Madame 
Ridgway,  Mr.  Reginald  Vaile,  and  now  the  property  of 


FRANCOIS  BOUCHER. 

PREMIER  PEINTRE  DU  ROY. 
(1703— 1770) 

Two  Shepherdesses,  with  Dove  and  Letter 

[Continued), 

Mr,  J.  B.  Robinson,  who  acquired  the  series  (exhibited  at 
the  Guildhall,  London,  in  1902)  at  the  Vaile  sale  at 
Christie's  on  May  23,  1903.  In  this  panel,  which  is 
known  as  "  The  Love  Message,"  three  other  figures,  two 
ladies  and  a  gentleman,  are  added.  Boucher  may  have 
intended  this  design  as  a  continuation  of  "  Le  Depart  du 
Courrier,"  and  "  L'Arrivee  du  Courrier,"  which  were 
engraved  by  Beauv^arlet  and  dedicated  to  Madame  la 
Marquise  de  Montesquieu. 

It  is  interesting  to  point  out  that  both  the  above  pastel 
of  "  Two  Shepherdesses,  with  Dove  and  Letter,"  and  that 
which  is  described  on  the  next  page,  form  the  chief  sub- 
jects of  the  right-hand  side  of  a  large  panel  of  Gobelins 
tapestry  (1756)  which  now  belongs  to  the  executors  of  the 
late  M.  Rodolphe  Kann,  of  51,  Avenue  d'lena,  Paris 
(Boucher  was  Inspector  at  the  Gobelins  tapestry  manufac- 
tory from  1755  to  1765). 


FRANCOIS  BOUCHER, 

PREMIER   PEINTRE   DU  ROY. 
(1703—1770) 

Evening, 

Scene  in  a  landscape,  a  young  shepherdess  seated  and 
asleep,  right  arm  resting  on  a  bank,  the  hand  sup- 
porting her  head  ;  in  yellowish-white  gown  cut  low, 
the  corsage  and  skirt  trimmed  with  pink,  arms  and 
legs  bare,  white  striped  mantle  or  cloak  falling  across 
her  lap,  golden  hair  bound  with  blue  ribbon  and 
decorated  over  the  left  ear  with  a  bunch  of  flowers ; 
by  her  side,  hanging  on  the  branch  of  a  tree,  is  a 
basket  filled  with  roses,  myosotis,  and  other  flowers, 
behind  the  tree  is  standing  a  bareheaded  youth  in 
red  loose  cloak  with  bluish  sleeves,  in  the  act  of 
tickHng  the  sleeping  shepherdess  with  a  wisp  of 
straw  ;  high  upon  the  branches  of  the  tree  is  hanging 
a  bird-cage  ;  a  flock  of  sheep  and  a  toy  spaniel  to 
right,  a  tower  is  seen  in  the  distance  ;  the  back- 
ground on  the  left  is  composed  of  a  large  tree  trunk 
with  branches,  a  portion  of  the  roof  of  a  thatched 
rustic  arbour  is  just  seen  ;  the  shepherdess's  straw 
hat,  trimmed  with  pink,  is  on  the  ground  by  her 
side.    Canvas,  31^  x  25.  Pastel. 

Notes. — This  subject  is  identical  with  the  last  of  the 
series  of  panels  in  Mr.  J.  B.  Robinson's  collection  men- 
tioned in  the  previous  entry ;  this  panel  is  signed  and 
dated  1757,  and  measures  124  by  7 if  inches.  It  is 
known  as  "  Evening.*'    A  somewhat  similar  idea  appears 
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PREMIER  PEINTRE   DU  ROY. 
(1703— 1770) 


Evening  {Continued). 

in  "  La  Bergere  Endormie  "  by  Boucher,  which  was  en- 
graved by  J.  Daulle  in  1758.  An  engraving  of  this  picture 
appears  to  have  come  into  the  hands  of  an  Englishman, 
for  it  is  reproduced  as  a  separate  plate  (5 J  x  4 J)  in  Every 
Man's  Magazine  of  August,  1 772,  with  the  title  of"  The 
Tickler,"  and  accompanied  by  the  following  note  to 
the  editor,  signed  "  P.Q/' : — "  Rural  Innocence,  when 
represented  on  paper  or  canvas,  is  always  agreeable  ;  and 
the  artless  unaffected  pastime  between  two  friends  or 
lovers  among  the  inhabitants  of  Arcadia  will  always  con- 
vey a  degree  of  pleasure  to  the  beholder.  The  Tickler 
appeared  to  me  an  agreeable  subject,  and  I  leave  you  a 
drawing  which  I  hope  you  will  cause  to  be  inserted  in 
your  next  Magazine."    See  also  Note  to  preceding  entry. 

Mr.  Pierpont  Morgan  possesses  a  set  of  old  Sevres 
jardinieres,  on  one  of  which  is  painted  this  scene  after 
Boucher. 


FRANCOIS  HUBERT 
DROUAIS, 

PREMIER   PEINTRE   DU  ROY. 
(1727— 1775) 

Son  of  Hubert  Drouais,  an  able  and  versatile  artist,  the  asso- 
ciate of  J.  B.  Van  Loo,  Oudry  and  Nattier.  Francois 
Hubert  Drouais  was  born  in  Paris,  studied  art  first  under  his 
father,  and  afterwards  under  Nonotte,  Carle  Van  Loo, 
Natoire  and  Boucher.  He  first  exhibited  at  the  Salon  in 
1755,  was  elected  an  Academician  in  1758,  and  rapidly 
became  one  of  the  most  popular  portrait-painters  of  the  day, 
his  patrons  including  the  Royal  Family  and  most  of  the  cele- 
brities of  the  period.  After  the  death  of  Nattier  in  1766, 
he  became  "  Premier  Peintre  du  Roy,"  the  Official  Court 
Painter  of  Louis  XV.,  and  of  Monsieur  and  Madame.  He 
died  in  Paris  in  1775. 

Mademoiselle  Helvetius 
(Comtesse  de  Mun). 

Elisabeth  Charlotte,  elder  daughter  of  Claude  Adrien  Helve 
tius,  the  celebrated  French  philosopher  and  author  (1715- 
1771),  by  his  wife  Anne  Catherine,  Comtesse  de  Ligniville 
d'Autricourt  (they  were  married  in  July  1751);  married,  on 
Oct.  14,  1772,  Alexandre  Francois,  Comte  de  Mun,  Seigneur 
and  Comte  d'Arblade-Comtat,  in  Armagnac,  and  Chef  de 
Brigade  des  Gardes  du  Corps  du  Roi  ;  they  were  divorced  in 
1794;  and  she  died  16  Germinal,  An  VIL  (April  5,  1799). 
The  Comte  de  Mun  died  in  18 16;  their  son  held  high 
office  under  Napoleon  L,  and  the  present  head  of  the  family 
is  the  great-grandson  of  the  lady  in  this  picture. 


Half-length  figure  of  a  child  of  about  five  or  six 
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Mademoiselle  Helvetius  (Comtesse  de  Mun) 

(  Continued^, 

years  of  age,  directed  to  left  and  looking  at  spec- 
tator ;  in  neglige  white  chemisette,  which  falls  from 
left  arm  and  breast  ;  brown  hair,  which  is  decorated 
at  side  with  a  spray  of  forget-me-nots ;  straw  hat 
tilted  on  one  side  ;  she  is  holding  several  bunches  of 
grapes  in  the  folds  of  her  dress.  In  an  oval ; 
canvas,  28  x  33. 

From  the  collection  of  the  Marquis  de  Mun,  Paris. 

Exhibited. — There  can  be  little  or  no  doubt  about  this 
beautiful  picture  being  that  which  Drouais  exhibited  at 
the  Salon  in  1759  under  the  title  of  Une  jeune  fille 
tenant  des  raisins.  Portrait." 

Note. — The  fame  of  the  father  of  Mademoiselle  Helvetius 
is  too  well  known  to  be  dwelt  upon  here  ;  the  mother, 
who  died  at  Auteuil  on  August  12,  1800,  was  one  of  the 
few  great  ladies  of  the  period  who  passed  through  the 
horrors  of  the  French  Revolution  unscathed.  She  was 
the  leader  of  Society  at  Auteuil,  and  her  numerous  friends 
and  associates  are  dealt  with  in  an  interesting  volume  by 
M.  Antoine  Guillois,  Le  Salon  de  Madame  Helvetius," 
published  in  1894;  these  friends  included  Benjamin 
Franklin,  who  during  his  residence  (from  the  end  of  1776) 
in  Paris  was  a  frequent  guest  of  Madame  Helvetius  :  both 
he  and  Turgot  are  said  to  have  wanted  to  marry  the 
brilliant  widow.  Franklin  called  her  "  Notre  Dame 
d' Auteuil  "  \  the  two  daughters  he  christened  "  Les  deux 
Etoiles,"  and  he  makes  frequent  reference  to  them  in  his 
letters.    Helvetius  visited  England*  and  Horace  Walpole, 
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PREMIER  PEINTRE  DU  ROY. 
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Mademoiselle  Helvetius  (Comtesse  de  Mun) 

{Continued). 

writing  to  Sir  Horace  Mann  on  October  17,  1763,  men- 
tions him  and  his  two  daughters  :  "  Helvetius,  whose  book 
has  drawn  such  persecution  on  him,  and  the  persecution 
such  fame,  is  coming  to  settle  here,  and  brings  two  Miss 
Helvetiuses,  with  fifty  thousand  pounds  a-piece,  to  bestow 
on  two  immaculate  members  of  our  most  august  and  in- 
corruptible senate,  if  he  can  find  two  in  this  virtuous  age 
who  will  condescend  to  accept  the  money.  Well,  we 
may  be  dupes  to  French  follies,  but  they  are  ten  times 
greater  fools  to  be  the  dupes  of  our  virtue."  In  a  letter 
written  by  Walpole,  in  March,  1764,  to  the  Earl  of  Hert- 
ford, he  announced  that  "  Monsieur  Helvetius  arrived 
yesterday."  Helvetius  did  not  remain  in  England  for 
more  than  a  few  months.  Walpole  saw  him  in  Paris  in 
the  summer  of  1766.  At  his  death,  Helvetius  left  "  50,000 
livres  de  rente  "  to  each  of  his  daughters.  The  elder,  the 
subject  of  this  beautiful  picture  by  Drouais,  received  la 
terre  de  Lumigny  et  Thotel  Sainte-Anne "  ;  the  younger 
daughter,  Genevieve  Adelaide,  who  married  in  1772  the 
Comte  Antoine  Henri  d'Andlau,  received  "  Vore  et  ses 
immenses  dependances."  It  is  interesting  to  note  that 
Carle  Van  Loo  painted  (in  1755)  not  only  a  portrait  of 
the  father  of  the  subject  of  the  present  picture  (it  was 
engraved  by  Aug.  St.  Aubin  in  1773),  but  also,  many 
years  before,  a  portrait  of  his  own  child,  of  which  the 
whole  "  scheme  "  is  identical  with  this  picture  by  Drouais 
of  Mdlle.  Helvetius,  except  that  little  Mdlle.  Van  Loo  is 
represented  without  a  hat.  This  latter  portrait,  which 
was  exhibited  at  the  Salon  of  1740 — "  un  petit  ovale 
representant  le  portrait  de  la  fille  de  M.  Carle  Van  Loo, 
agee  d'environ  trois  ans " — was  engraved  by  F.  Basan, 
and  is  No.  69  in  his  "  Dictionnaire,"  first  edition,  vol.  i. 


FRANCOIS  CLOUET. 

(Circa  1 510 — 1 572) 

Sometimes  called  Janet,  or  Jehannet,  born  probably  at  Tours 
about  15 10,  the  son  of  Jean  Clouet,  a  Fleming  who  settled 
in  France,  and  who  became  Painter  and  varlet  de  chambre 
ordinaire  to  Francois  I.  In  November,  i54i>  Francois 
Clouet  succeeded  to  the  rank  held  by  his  father,  and  con- 
tinued to  act  as  Court  Painter  under  Henri  II.,  Francois  II., 
and  Charles  IX. ;  he  was  an  artist  of  great  activity,  and 
executed  portraits  of  nearly  all  the  distinguished  people  of 
his  time,  many  of  which  are  drawings  in  black-and-white, 
in  the  manner  of  Holbein.  The  Castle  Howard  series  (now 
at  Chantilly)  of  "Three  Hundred  Portraits,  representing 
Personages  of  the  Court  of  Francis  I.,  Henry  II.  and  Francis 
II.,"  reproduced  by  autolithography,  and  issued  in  two  folio 
volumes  in  1875,  constitute  an  enduring  monument  to  his 
versatility.  Many  other  portraits,  from  the  artist's  sketch- 
book, are  in  the  Louvre.  The  exact  date  of  Clouet's  death 
is  unknown,  but  it  is  assumed  to  have  taken  place  in  1572,  as 
in  that  year  Jehan  de  Court  succeeded  him  in  his  office  as 
Court  Painter. 

Lady  Jane  Grey. 

Eldest  surviving  daughter  of  Henry  Grey,  Marquis  of  Dorset 
(afterwards  Duke  of  Suffolk),  and  cousin  of  Edward  VL;  born 
at  Bradgate,  Leicestershire,  in  October  1537;  entered,  when 
about  nine  years  of  age,  the  household  of  Queen  Catherine 
Parr,  and  remained  at  Court  till  the  Queen's  death  in  Sept- 
ember, 1548  ;  returned  to  Bradgate  to  continue  her  studies 
under  Aylmer,  and  received  a  visit,  in  1550,  from  Roger 
Ascham,  who  relates  that  he  found  her  reading  Plato's 
"Phaedo,"  and  who  spoke  of  her  "  almost  incredible  skill  in 
writing  and  speaking  Greek."  In  1551  her  father  became 
Duke  of  Suffolk,  and  thenceforth  Lady  Jane  Grey  was 
"  constantly  at  Court  and  in  the  society  of  Princess  Mary 


FRANCOIS  CLOUET. 

{Circa  1510 — 1572) 

Lady  Jane  Grey  {Continued), 

as  well  as  of  the  King"  ;  married,  May  21,  1553,  Guildford 
Dudley,  fourth  son  of  the  Duke  of  Northumberland.  On 
July  6,  1553,  Edward  VI.  died,  and  on  the  tenth  of  that 
month  Lady  Jane  Grey  (in  accordance  with  the  late  King's 
will)  was  declared  Queen  ;  imprisoned  in  the  Tower  July  19, 
and  arraigned  at  the  Guildhall,  on  a  charge  of  high  treason, 
on  November  14  ;  beheaded,  in  the  precincts  of  the  Tower, 
London,  February  12,  1554. 

To  waist,  directed  and  looking  to  front  ;  black 
dress,  pinkish-white  ruff  round  neck,  black  low- 
crowned  hat  trimmed  with  pearls,  white  fur  boa, 
sleeves  trimmed  with  fur,  with  pinkish-white  cuffs  ; 
double-row  pearl  necklace  with  two  strings  of  pearls 
falling  from  it ;  ring  on  the  fore-finger  of  right 
hand ;  hands  holding  what  looks  like  a  leather 
portfolio.    Panel,  11^  x  9. 


Collection. — Dr.  John  Lumsden  Propert. 

Engravings. — The  numerous  engravings  appear  to  be 
derived  from  a  drawing  which  Vertue  made  from  the 
original  picture ;  and  this  drawing  was  at  one  time  in  the 
Collection  of  Horace  Walpole  at  Strawberry  Hill.  In 
making  this  drawing  Vertue  would  seem  (judging  from 
the  engraving  which  he  published)  to  have  "  im- 
proved "  upon  the  original  by  adding  black  spots  to  the 
white  fur  boa,  but  in  other  respects  the  engraving  follows 
very  closely  on  the  original,  except  that  the  hands  are 
omitted.  The  engraving  issued  by  G.  Vertue,  1748, 
4 J  in.  X  4  in.,  forms  the  centrepiece  of  a  folio  plate, 


FRANCOIS  CLOUET. 

y 
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Jane  Grey  (Continued). 

which  is  dedicated  by  the  publisher  to  Algernon  Seymour, 
Duke  of  Somerset,  at  that  time  the  owner  of  the  original 
picture.  It  was  also  engraved  by  F.  Basire  copied  from 
Vertue"),  4  in.  x  3f  in.,  head  and  shoulders,  in  an  oval, 
with  autograph  signatures  of  Lady  Jane  Dudley  before 
and  after  she  became  Queen.  It  was  re-engraved  by 
S.  Freeman  as  a  book-plate  early  in  the  19th  century,  and 
has  been  frequently  repeated. 

Notes. — This  is  by  far  the  finest  of  the  existing  authentic 
portraits  of  the  gifted  but  unfortunate  Lady  Jane  Grey.  The 
very  interesting  portrait  of  her,  by  Lucas  de  Heere,  in  the 
National  Portrait  Gallery,  London,  shows  her  as  having 
brown-yellow  hair,  chestnut-coloured  eyes,  and  the  very 
small  upper  lip,  somewhat  compressed,  so  conspicuous  in 
Mr.  Pierpont  Morgan's  example.  The  National  Portrait 
Gallery  picture,  in  which  there  are  no  jewellery  or  orna- 
ments, was  painted  about  1554,  and  in  this  she  probably 
appears  in  the  dress  which  she  wore  during  her  trial  and 
at  the  time  of  her  execution."  Mr.  Pierpont  Morgan's 
picture  must  have  been  painted  about  the  time  of  her 
marriage,  in  1553. 

In  dealing  with  the  exceedingly  complicated  question  of 
the  portraits  of  Queen  Mary,  Agnes  Strickland,  in  her 
Lives  of  the  Queens  of  England  ^'  (vol.  v.,  p.  438), 
points  out  that  "  her  early  portraits  are  often  mistaken 
for  those  of  Lady  Jane  Grey,  to  whom  she  bore  in  youth 
a  strong  family  resemblance.  The  immense  size  of  the 
foreheads  of  these  kinswomen,  in  breadth  as  well  as  in 
height,  is  extraordinary.  It  is  possible  that  the  early 
erudition  of  both  and  their  great  capacity  for  learning  are 
in  some  degree  connected  with  this  mighty  development 
of  frontal  brain." 


JEAN  HONORE 

FRAGONARD. 

(1732 — 1806) 

Born  at  Grasse,  Provence,  on  April  5,  1732,  son  of  a  nego- 
ciant  j  began  life  as  a  notary's  clerk ;  studied  art  first  under 
Chardin,  who  regarded  him  as  a  hopeless  failure  and  informed 
his  parents  "  qu'il  ne  reussirait  jamais";  he  was  removed 
from  Chardin's  studio,  and  for  a  time  apparently  did  very 
little  but  visit  the  various  churches  in  Paris,  studying  the 
pictures.  He  made  a  number  of  sketches,  and  presented 
himself  to  Boucher,  under  vv^hom  he  studied  for  three  years  ; 
in  1752  he  carried  off  the  Prix  de  Rome  with  "Jeroboam 
sacrifiant  aux  idoles " ;  he  studied  in  Rome  and  visited 
various  parts  of  Italy  ;  on  his  return  to  Paris  he  painted,  in 
1765,  "  Coresus  and  Callirrho'e*,"  which  is  now  in  the 
Louvre ;  he  obtained  wide  popularity  when  he  began  to  paint 
**  fetes  galantes  '*  and  love  scenes  generally,  and  these  appear 
to  have  been  sold  as  rapidly  as  he  could  turn  them  out ;  he 
painted  also  a  large  number  of  portraits,  domestic  scenes, 
landscapes,  miniatures,  and  etched  several  of  his  own  designs. 
He  died  in  Paris  on  August  22,  1806. 


Roman  d'Amour  de  la  Jeunesse.  ^ 

History. — This  remarkable  series  of  paintings  was  com-  .^gr..., 
menced  about  1772,  for  the  new  Pavilion  of  Louveciennes,  Cij**,  vi^0.c. 

which  was  built  by  Ledoux  for  Madame  du  Barry  between       ^      ■         '  ^  , 
1770  and  1772.    Had  these  canvases  ever  reached  their 
destination  they  would  (Mr.  Claude  Phillips  points  out)  ^^-^^^ 
have  been  in  the  best  of  company.    Louveciennes  was  a     y^-^lt-^^  , 
resume  of  all  that  was  most  exquisite  in  the  decorative  and 
industrial  art  of  the  moment.    Pajou,  Lecomte,  Lemoine, 
Allegrain,  Greuze,  Drouais,  and  Joseph  Vernet  had  con- 
tributed to  its  adornment.    In  one  of  the  chief  saloons 
were,  with  other  paintings  similar  in  intention  and  dimen- 
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sions,  two  decorative  canvases  by  Joseph-Marie  Vien, 
then  at  the  zenith  of  a  reputation  vi^hich  has  since  almost 
entirely  faded.  These  represented  "  Les  Progres  de 
TAmour  dans  le  cceur  des  Jeunes  Filles,"  and  did  so  with 
a  suggestiveness  which  must  be  assumed  to  have  satisfied 
even  Madame  du  Barry  and  the  jaded  monarch  whom  she 
had  brought  to  her  feet.  These  two  pictures,  when  they 
were  exhibited  at  the  Salon  of  1773,  as  the  property  of 
the  favourite,  fluttered  and  went  far  towards  shocking  a 
public  which  must  have  been  pretty  hardened  in  such 
matters.  For  reasons,  which  Fragonard's  sympathetic 
and  painstaking  biographer,  Baron  Roger  de  Portalis 
(whose  scholarly  work,  "  Honore  Fragonard  :  sa  Vie  et 
son  CEuvre  *'  appeared  in  1889),  cannot  authoritatively 
solve,  these  pictures  by  the  fashionable  Vien  were  preferred 
to  this  rival  series  by  Fragonard,  which  most  appropriately, 
yet  without  any  definite  authority  from  the  painter  himself, 
has  been  styled  the  "  Roman  d'Amour  de  la  Jeunesse.'* 

Whatever  may  have  been  the  reasons  for  not  placing 
them  in  Madame  Du  Barry's  Pavilion,  the  fact  is  indis- 
putable that  they  remained  in  Fragonard's  studio  for  nearly 
twenty  years,  and  were  removed  in  1793,  during  the  Reign 
of  Terror,  from  Paris  to  Grasse,  to  the  house  of  his  friend 
M.  Maubert,  with  whom  the  artist  took  up  his  residence. 
The  pictures  were  adapted  to  the  walls  of  the  principal 
salon^  on  the  ground  floor,  and  there  they  remained  until 
the  spring  of  1898,  when  they  were  sold  by  auction  at 
Cannes  by  their  then  owner,  M.  Malvilain,  a  grandson  ot 
Fragonard's  friend,  M.  Maubert,  and  purchased  by  Messrs. 
Agnew,  at  whose  Galleries  they  were  exhibited  in  the 
autumn  of  the  same  year.  They  were  subsequently 
acquired  by  Mr.  Pierpont  Morgan,  by  whose  permission 
they  were  lent  to  the  Guildhall  Exhibition  of  1902. 
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Roman  d'Amour 
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(1732— 1806) 

Roman  d' Amour  de  la  Jeunesse  {Continued). 

By  some  curious  oversight  this  wonderful  series  of 
pictures  remained  almost  unknown  to  the  art  world  for 
nearly  a  century.  A  very  brief  account  of  them,  by  M. 
Lagrange,  appeared  in  the  Gazette  des  Beaux-Arts  of 
August,  1866  (pp.  189,  190),  and  it  was  upon  this  article 
that  Edmond  and  Jules  De  Goncourt,  in  the  third  series 
of  their  "  L'Art  du  XVIII«  Siecle  "  (1895,  pp.  313,  314), 
devoted  a  brief  "  notule  "  to  the  Grasse  Fragonards  :  "  Le 
salon,  dont  un  bas-relief  en  marbre  a  la  Clodion  surmonte 
la  porte,  a  tous  ses  murs  cou verts  de  peintures,  et  j usque 
dans  les  angles  etroits  des  encoignures,  des  langues  de  toile 
cachent  sous  leurs  fleurs  peintes  les  lambris.  CJne  decora- 
tion complete  a  laquelle  il  ne  manque  que  les  cadres  de 
boiseries.  Ce  sont  de  grands  tableaux  de  plus  de  deux 
metres  entre  les  portes,  et  de  petits  tableaux  au-dessus  des 
portes,  ou  se  developpe  un  poeme  d'amour ;  les  grands 
panneaux  racontant  le  drame  humain  et  Taventure  galante  ; 
les  petits  panneaux   faisant   planer  au-dessus  TOlympe 

ironique  de  Cupidons  Deux  [three  are  signed] 

des  grands  panneaux  seuls  sont  signes."  The  De  Gon- 
courts,  as  Mr.  Claude  Phillips  has  pointed  out,  described 
the  pictures  with  a  certain  vagueness,  judicious  under  the 
circumstances,  yet  for  all  that,  incorrectly,  and  with  a 
curious  misapprehension  of  their  order  and  meaning  as  a 
whole.  Had  they  come  face  to  face  with  these  master- 
pieces of  fancy  uncontrolled  and  dazzling  decorative  effect, 
we  should  doubtless  have  had  from  them  a  series  of  word 
pictures  glowing  with  jewel-like  colour  and  aflame  with 
that  enthusiasm  for  the  art  of  the  eighteenth  century  at  its 
finest,  which  enabled  them,  first  and  foremost  among 
modern  critics,  to  penetrate  to  its  very  heart  and  lay  bare 
those  less  superficial  beauties  which  the  succeeding  gene- 
rations had,  with  coldness  and  contempt,  denied  or  ignored. 
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To  those  who  had  not  the  good  fortune  to  see  the  Fra- 
gonards  of  Grasse  in  the  house  of  their  late  possessor, 
M.  Malvilain — the  very  same  in  which  the  artist  had 
himself  arranged,  and,  as  we  may  guess,  completed  and 
supplemented  them — the  first  true  revelation  of  these 
works  was  made  in  the  important  biography,  already  men- 
tioned, by  Baron  Roger  de  Portalis,  who  had  previously 
written  an  article  on  the  subject  in  the  Gazette  des  Beaux- 
Arts  of  Dec.  1885,  pp.  481-493.  Four  of  the  main  com- 
positions were  for  the  first  time  reproduced  in  this  book, 
but  very  poorly,  and  so  as  to  suggest  neither  the  scintilla- 
tion of  light  and  splendour  of  colour  nor  the  intense 
passion  and  vitality,  hardly  even  the  main  elements  of  the 
designs. 

"  Nowhere,"  says  Lady  Dilke  in  her  "  French  Painters 
of  the  XVIIIth  Century,"  1899  (p.  69),  "was  Fragonard 
seen  to  the  same  advantage  as  in  that  silent  room  at  Grasse, 
which  retained  the  carpet,  the  consoles,  the  tapestried 
chairs,  couches  and  tabourets  of  his  day,  the  furniture  of 
which  seemed,  in  short,  to  be  just  as  it  was  when  he 
painted  his  little  '  Comedy  of  Love.'  The  geraniums, 
the  roses,  the  purple  hollyhocks,  which  he  employed  on 
the  smaller  panels  dividing  his  main  subjects,  allied  them- 
selves with  the  fanciful  garlands  and  festoons  which 
adorned  furniture  that  did  not  look  as  if  it  had  been  meant 
for  use.  There  was  just  that  touch  of  theatrical  unreality 
in  the  surroundings  which  was  in  keeping  with  the  style 
of  Fragonard's  own  work — the  style  which  it  has  in  com- 
mon with  all  French  work  of  the  same  date." 

Design  and  Characteristics. — With  regard  to  the 
general,  technical,  and  other  characteristics  of  the  first 
four  in  the  series,  Mr.  Claude  Phillips,  in  the  pamphlet 
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which  he  wrote  when  the  series  was  exhibited  at  Messrs. 
Agnew's  Galleries,  1890,  made  the  following  observa- 
tions : — They  show,  all  of  them — due  allowance  being 
made  for  the  very  great  enlargement  of  scale — the  most 
striking  analogies  of  style  and  execution  with  "  Les 
Hasards  heureux  de  I'Escarpolette,"  that  typical  example 
of  Fragonard's  earlier  manner  in  its  maturity,  which 
belongs  to  the  year  1766,  and  thus  precedes  the  Grasse 
pictures  by  some  live  or  six  years.  The  same  decorative 
yet  far  from  conventional  treatment  of  trees  and  flowers, 
the  same  blue-green  tonality  in  the  luxuriant  foliage,  the 
same  plein-air  feeling  and  delicate  sense  of  atmosphere 
enwrapping  both  landscape  and  personages,  the  same 
treatment,  too,  of  sculpture  and  accessories.  Then,  again, 
the  same  parti  pris  of  absolutely  unconventional  schemes 
of  decoration,  in  which  are  thrown  aside  even  those  lightly- 
worn  trammels  of  academic  rhythm  and  balance  by  which 
Boucher,  the  master  of  interior  decoration,  held  himself 
bound.  The  same  swiftness  of  movement,  moreover,  the 
same  vibration  of  youth  and  passion,  save  that  passion  is 
in  the  later  work  freed  from  the  dross  of  suggestiveness 
imposed  by  the  patron  who  commissioned  of  Fragonard 
"  L'Escarpolette."  In  "  La  Poursuite,"  as  in  the  three 
other  main  canvases  of  the  series,  the  chief  feature  is  the 
landscape  itself,  with  its  wonderful  luxuriance  of  trees, 
plants,  and  flowers,  splendidly  generalised,  yet  not  to  the 
point  of  untruthfulness.  The  passionate  energy  of 
Fragonard,  his  ardent  enthusiasm  for  what  he  paints,  even 
when  his  main  motives  are  not  to  be  taken  au  grand 
serieuxy  is  even  better  seen  in  these  enchanting  landscape- 
decorations  than  in  the  pretty  love-idylls  which  they  serve 
to  enshrine.  Let  those  who  might  be  inclined  to  hold 
that  these  poetic,  yet  essentially  truthful,  generalisations  of 
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Southern  scenery,  Provencal  or  Italian,  were  the  result  of 
a  brilliant  improvisation,  refer  to  the  etchings  executed  by 
Fragonard's  great  friend,  the  Abbe  de  Saint-Non,  after  his 
drawings  of  the  beautiful  villas  and  gardens  near  Tivoli, 
and  especially  of  the  Villa  d'Este  there ;  let  them  consult 
the  unrivalled  series  of  original  drawings  of  this  class 
belonging  to  the  Albertina,  at  Vienna :  they  will  see  that, 
as  usual,  easy  mastery  has  been  preceded  by  patient  and 
loving  study.  The  landscape  here,  as  in  "  Les  Souvenirs  " 
and  "  L'Amant  Couronne,"  has  still  the  delicate  freshness 
of  late  spring  or  early  summer.  In  "  Le  Rendezvous " 
the  jagged,  half-naked  branch — Fragonard's  favourite  branch 
— gives  an  autumnal  note,  but  the  wealth  of  foliage  and 
flowers  is  still  there  to  serve  as  an  appropriate  framework 
for  happy  love.  In  "  L'Abandon,"  though  a  few  flowers 
still  give  a  tempered  brightness,  the  suggestion  of  autumn 
is  naturally  more  developed,  and  more  significant. 
The  series  is  thus  arranged  : — 


1.  La  Poursuite. 

2.  Le  Rendezvous. 

3.  Les  Souvenirs. 

4.  L'Amant  Couronn^. 

5.  L' Abandon. 

6.  L' Amour  Vainqueur. 


7.  L'Amour-Folie. 

8.  L'Amour  Poursuivant 

une  Colombe. 

9.  L'Amour  en  Sentinelle. 
10.  L'Amour  Assassin. 


I.  La  Poursuite,  ou  La  Vierge  et  L'Amour. 

In  this,  the  opening  chapter  of  the  Romance,  the  maiden 
is  seen  by  the  low  parapet  of  a  terrace  overhung  with 
luxuriant  foliage,  with  her  two  sisters  ;  she  is  in  a  white 
satin  dress,  with  narrow  blue  ribbon  across  her  bodice  and 
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a  thin  fillet  of  blue  in  her  hair ;  her  lover  appears  sud- 
denly from  the  masses  of  geraniums  on  the  left,  and 
endeavours  to  propitiate  her  with  a  rose,  w^hich  he  holds 
out  to  her  in  his  right  hand,  his  cap  held  by  his  left  hand ; 
to  the  left  is  a  stone  pedestal,  on  which  is  a  large  jardi- 
niere, and  on  this  is  a  water-spout  with  a  stone  dolphin, 
on  which  are  two  Cupids,  one  watching  the  lover,  and  the 
other  asleep.    Canvas,  126  X  85. 

Signed  on  stone  ledge  at  lower  right-hand  corner : 
fragonard. 

Reproduced  in  dry-point  by  M.  Desboutin,  1889 — this 
is  rendered  on  a  much  reduced  scale  in  Baron  Portalis's 
"Fragonard,"  1889,  facing  p.  96,  and  in  Camille  Mau- 
clair's  "Fragonard,"  1904,  facing  p.  ii2;  on  a  large 
scale  in  photo-engraving  by  J.  B.  Pratt,  15J  X  23,  1902. 

References. — Baron  Portalis's  "Fragonard,**  1889,  pp. 
67,  loi,  276,  283,  329. 

Note. — A  large  sketch  for  this  picture  was  the  property 
of  Madame  Vatel,  and  is  reproduced  in  the  Gazette  des 
Beaux-Arts  of  Dec,  1885,  p.  489. 

2.  Le  Rendezvous,  ou  I'Escalade. 

The  maiden  is  seated  alone  on  the  terrace  at  the  base  of  a 
group  of  statuary,  in  a  creamy -white  satin  dress  of  a  richer 
material  than  in  the  opening  scene,  and  with  a  deeper  blue 
about  the  waist  and  on  her  shoes ;  a  bunch  of  violet 
flowers  in  her  bodice  and  blue  ribbon  in  her  hair ;  her 
lover  appears  above  the  marble  parapet  on  the  right,  to 
which  he  has  ascended  by  a  ladder;   he  is  wearing  a 
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crimson  tunic,  and  his  right  hand  rests  on  a  cloak  on  the 
top  of  the  balustrade ;  both  are  looking  intently  to  the 
left  as  if  in  fear  of  being  surprised  at  their  meeting. 
Canvas,  126  x  96. 

Reproduced  in  dry-point  by  M.  Desboutin,  1889 — this 
is  rendered  on  a  small  scale  in  Baron  Portalis's  '*  Fra- 
gonard,"  1889,  facing  p.  88,  and  in  Camille  Mauclair's 
"  Fragonard,"  1904,  facing  p.  108;  on  a  large  scale  in 
photo-engraving  by  J.  B.  Pratt,  17  J  X  23,  1902. 

References. — Baron  Portalis's  "  Fragonard,"  1889,  pp. 
100,  276,  329. 

Note. — "  Whatever  doubt  might  exist  as  to  the  identity 
of  the  personages  in  "  La  Poursuite  "  (No.  i),  there  could 
be  none  that  the  artist  here  has  given  to  his  youthful  pair 
the  features  of  Madame  du  Barry  and  Louis  le  Bien-aime, 
only  the  aged  roue  has  necessarily  been  plunged  into  a 
fontaine  de  jouvence^  and  brought  forth  younger  by  half  a 
century  or  so  than  his  real  age.^' 

A  large  sketch  for  this  picture  belonged  to  Madame 
Vatel,  and  is  reproduced  in  the  Gazette  des  Beaux- Arts  of 
December,  1885,  p.  485. 


3.  Les  Souvenirs. 

The  scene  in  this  chapter  is  placed  in  a  glade  in  a  wood, 
and  the  two  lovers  are  together ;  the  lady  is  seated  on  a 
low  stone  pedestal,  and  is  dressed  in  a  white  satin  gown 
with  a  pink  upper  garment ;  through  her  hair  she  has  a 
narrow  fillet  of  vivid  red,  and  pink  bows  on  her  shoes ; 
her  lover,  in  blue  cloak,  with  bows  at  his  knees  and  on  his 
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shoes,  is  standing  by  her  side  and  embracing  her ;  she  is 
reading  the  love-letter  which  he  has  sent  her,  and  other 
opened  letters  are  beside  her  ;  a  toy  dog  is  seated  at  the 
foot  of  the  pedestal,  and  on  the  right  is  another  pedestal, 
almost  covered  with  creepers,  on  which  is  a  marble  statue 
of  a  draped  Venus  leading  a  naked  Cupid ;  the  girl's 
opened  pink  parasol  is  hung  on  this  pedestal.  Canvas, 
125  X  85. 

Signed  on  lower  ledge  of  the  stone  pedestal :  fragonard. 

Reproduced  in  dry-point  by  M.  Desboutin,  1889 — this  is 
rendered  on  a  small  scale  in  Baron  Portalis's  "  Fragonard," 
1889,  facing  p.  176,  and  in  Camille  Mauclair's  "  Fra- 
gonard,"  1904,  facing  p.  116;  on  a  large  scale  in  photo- 
engraving by  J.  B.  Pratt,  15I  x  23 J,  1902. 

References. — Baron  Portalis's  "  Fragonard,"  1889,  pp. 
loi,  329. 


4.  L'Amant  Couronne. 

The  lovers  are  seated  together  on  a  grassy  bank  at  the 
bottom  of  a  garden  with  marble  or  stone  pathways  ;  she 
is  encircled  by  a  garland  of  flowers,  and  is  wearing  an 
old-gold  dress  with  a  large  purple  bow  a^  her  bosom ;  she 
is  in  the  act  of  placing  a  crown  of  flowers  on  the  head  of 
her  lover ;  his  right  hand  is  resting  on  her  left,  and  he  is 
wearing  a  crimson  dress  and  bright  red  cloak  ;  on  the  right 
is  an  orange -tree  in  fruit,  and  to  the  left  is  a  pedestal  sur- 
mounted by  a  figure  of  a  sleeping  Cupid  ;  on  the  extreme 
right  is  a  third  person,  a  youth  seated,  in  the  act  of  painting 
the  coronation  scene.    Canvas,  125  X  95. 
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Signed  on  the  stone  ledge,  near  the  left-hand  corner : 
fragonard. 

Reproduced  in  dry-point  by  M.  Desboutin,  1889,  and 
in  photo-engraving  by  J.  B.  Pratt,  17 J  X  23:J,  1902. 

References.  —  Baron  Portalis's  Fragonard,"  1889, 
pp.  loi,  202,  and  285. 

Note. — "  This  canvas  is  pictorially  the  splendid  climax  of 
all  that  has  gone  before.  It  shows  the  official  triumph  of 
love  follow^ing  upon  the  more  intimate,  the  truer  triumph 
that  has  preceded  it.  The  colours  in  the  paintings  which 
open  the  series  have,  for  all  their  exquisiteness,  been 
tempered  by  a  certain  moderation.  Here  they  burst  forth 
in  full  splendour,  in  full  passion,  making  together  a  bold 
and  ringing  harmony  breathing  forth  a  very  paean  of 
victory." 

5.  L' Abandon. 

This,  the  concluding  scene  in  the  "  Roman  d'Amour  de  la 
Jeunesse,"  is  an  autumnal  one,  and  "  the  fair  one  of  the 
love-idyll  reclines,  an  Ariadne  abandoned  by  her  Theseus, 
alone  in  the  yellowing  woods,  amidst  the  vegetation  touched 
with  the  melancholy  of  approaching  autumn,  and  gives 
herself  up  to  sad  and  bitter  thought.  From  the  top  of  the 
sundial  against  which  she  leans  Master  Cupid  admonishes 
her,  seeming  to  repeat  the  refrain  of  the  old  song — 
'  Plaisir  d' amour  ne  dure  quun  moment^ 
Chagrin  d'' amour  dure  toute  la  vie^  " 

Canvas,  125  x  77. 

Reproduced  in  dry-point  by  M.  Desboutin,  1889,  and 
in  photo-engraving  by  J.  B.  Pratt,  14  X  23,  1902. 
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References. —  Baron  Portalis's  "Fragonard,"  1889, 
pp.  loi,  239,  and  285. 

Note. — There  is  a  tradition  to  the  effect  that  this  picture 
was  painted  at  Grasse,  and  it  is  highly  improbable  that  it 
was  in  any  case  ever  intended  for  Madame  Du  Barry's 
Pavilion  at  Louveciennes,  the  moral  would  have  been  too 
obvious  even  for  the  favourite.  M.  C.  Groult,  of  Paris, 
possesses  a  broadly  brushed  design  in  sepia  for  this  picture: 
this  drawing  (on  canvas,  h.  56.,  1.  44  cent.)  was  purchased 
in  1874  for  2,400  francs,  and  is  reproduced  in  Baron 
Portalis's  "  Fragonard,"  1889,  p.  100. 

6.  L'Amour  Vainqueur. 

This  picture  symbolises  Love  triumphant ;  Cupid  soars 
aloft  waving  a  torch  in  each  hand,  in  triumph  \  four 
amorini  surround  him  and  participate  in  his  joy  j  one  holds 
out  a  wreath,  and  the  other  is  playing  a  cymbal ;  the  two 
others  are  kissing  each  other  j  a  fifth,  symbolical  of  faith- 
less love,  is  seen  flying  from  the  joyous  loves  ;  he  holds 
a  dagger,  and  his  eyes  are  full  of  revenge ;  rose-trees  and 
low  shrubs  below  to  right  and  left.    Canvas,  125  x  56. 

References. —  Baron  Portalis's  "Fragonard,"  1889, 
PP-  63,  239,  and  270. 

7.  L'Amour-Folie. 

In  this  picture,  which  symbolises  Love's  folly,  Cupid  is 
seen  soaring  upwards  in  a  golden  haze,  holding  in  his  left 
hand  a  rattle  as  a  sceptre  5  white  doves  are  flying  above 
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him,  and  two  other  pairs  are  seen  below  him  ;  on  either 
side  are  clumps  of  flowering  rose  -  bushes.  Canvas, 
59  X  50. 

Engraved  by  Jean  Frangois  Janinet  in  1789  and  printed 
in  colour  ;  this  engraving  is  copied  in  Baron  Portalis's 
"Fragonard,"  1889,  facing  p.  202. 

References.  —  Baron  Portalis's  "  Fragonard,"  1889, 
pp.  63,  102,  197,  239,  270,  and  326. 

8.  L' Amour  Poursuivant  une  Colombe. 

This  picture  "  may  be  taken  to  symbolise  the  period  when 
the  anxious  unrest  of  the  lover  is  over,  and  the  simple 
delight  of  love  reigns  supreme."  Cupid  is  chasing,  and 
is  being  chased,  by  a  dove  ;  the  picture  is  one  of  brilliant 
sunlight,  and  the  foreground  is  composed  of  rose-trees  and 
other  shrubs.    Canvas,  $9  x  47. 

Reference. — Baron  Portalis's  "Fragonard,"  1889,  p.  239. 

9.  L' Amour  en  Sentinelle. 

In  this  picture  we  have  Cupid  on  the  watch,  and  for  the 
first  time  in  the  series  he  is  on  terra  firma^  standing  upright 
against  a  flowering  rose-bush,  holding  in  his  left  hand  a 
dart,  his  right  upraised  and  pointing  as  a  warning;  his 
quiver  of  arrows  is  on  the  ground  by  his  side.  Canvas, 
59  by  47- 

Engraved  by  Miger,  and  dedicated  to  "  Monsieur  Paris 
de  Meyzieu "  by  the  engraver ;  reproduced  in  Baron 
Portalis's  "  Fragonard,"  facing  p.  312. 

Reference. — Baron  Portalis's  "Fragonard,"  p.  321,  No.  9. 
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In  this  picture  Cupid  appears  as  the  assassin;  his  left  hand 
is  holding  prisoner  a  dove,  at  which  he  is  about  to  strike 
with  a  dagger  which  he  holds  in  his  uplifted  right  hand  ; 
there  is  no  longer  the  full  floral  beauty  seen  in  the  pre- 
ceding pictures,  the  withering  leaves  and  flowers  being  in 
perfect  harmony  with  the  tragedy  of  the  scene.  Canvas, 
59  X  50- 

This  is  said  to  have  been  engraved  by  Jean  Francois 
Janinet  in  1789,  and  printed  in  colour,  but  we  have  failed 
to  verify  this  statement. 

Notes. — In  addition  to  the  ten  principal  panels,  there  are 
four  others,  which  Baron  Portalis  describes  as  "  des 
ornements  de  fleurs  dans  les  angles."  Of  these  four, 
painted  with  hollyhocks  and  other  flowering  plants,  with 
backgrounds  of  shrubs,  etc.,  two  are  126  x  24J,  and  two 
126  X  i6|.  Of  the  five  smaller  panels,  four  were  placed 
over  doorways,  and  the  fifth  was  designed  as  a  ^'  dessus  de 
cheminee."  Our  arrangement  and  titles  differ  somewhat 
from  Baron  Portalis's,  who,  in  his  monograph  on  Fragonard, 
p.  285,  for  instance,  places  "  Le  Rendezvous"  first  in  the 
series. 

The  Echo  de  Paris  of  May  5,  1907,  published  a  letter 
from  M.  E.  de  Blic,  as  "  detenteur  des  papiers  de  famille 
et  neveu  de  M.  L.  Malvilain,  dernier  possesseur  de  ces 
tableaux  [i,e.  the  Grasse  Fragonards]  en  France,"  in  which 
he  states  that  he  has  in  his  possession  the  original  receipt, 
"  ecrit  en  entier,  date  et  signe,  par  Fragonard,'*  for  this 
famous  series. 


JEAN   BAPTISTE  GREUZE. 

(1725—1805) 


La  Devideuse. 

A  three-quarter  figure  of  a  fair-haired  peasant  girl 
of  ten  or  twelve  years  of  age,  seated  in  a  wood 
chair,  winding  a  ball  of  coarse  cotton  or  wool,  with 
the  threads  of  which  a  kitten  is  playing,  and  at 
which  the  girl  is  looking  ;  she  is  seen  full-face,  and 
is  wearing  a  blue-and-white  striped  dress  and  white 
neckerchief,  and  mob-cap  with  blue  band  ;  she  holds 
a  workbasket  with  balls  on  her  lap,  and  others  are 
seen  close  to  the  kitten  on  a  little  table  to  right  ; 
scissors  suspended  by  a  piece  of  string  from  the 
chair,  the  top  bar  of  which  is  carved  with  the  letter 
"B."    Canvas,  2 x  22^, 

Painted  in  1759. 

History. — This  picture  is,  there  can  be  no  doubt,  that 
which  Greuze  exhibited  at  the  Salon  of  1759,  with  the 
following  title  and  description :  "  La  Devideuse.  Tableau 
appartenant  a  M.  le  Marquis  de  Bandol,  de  deux  pieds  trois 
pouces  sur  un  pied  dix  pouces."  It  passed,  presumably  by 
private  purchase,  into  the  famous  collection  of  La  Live  de 
Jully,  "  introducteur  des  ambassadeurs  "  and  "  honoraire 
de  PAcademie  de  Peinture,"  an  intimate  friend  of  nearly 
all  the  artists  of  his  time.  At  his  sale,  in  March  1770,  it 
realised  950  livres,  and  is  thus  catalogued :  "  La  Devideuse. 
Un  petit  chat  joue  avec  son  fil  sur  une  table.  Tableau 
grave  par  Flipart.  Vingt-sept  pouces  sur  vingt."  It 
passed  into  another  famous  collection,  that  of  the  Due  de 
Choiseuil,  and,  at  the  dispersal  of  this  collection  in  1772, 


JEAN  BAPTISTE  GREUZE. 

(1725-1805) 

La  Devideuse  {Continued). 

it  realised  1600  livres,  and  is  thus  described  :  "  Une  jeune 
fille  assise  sur  un  chaise  devide  du  coton.  Sur  une  petite 
table,  a  cote  d'elle,  est  un  chat,  qui  joue  avec  les  brins  du 
coton.  Vingt-sept  pouces  sur  vingt-deux.  On  en  connait 
I'estampe  gravee  par  Flipart."  In  1787  it  was  again  sold, 
this  time  in  the  collection  of  Madame  de  Bandeville,  when 
•it  realised  2,605  fi'ancs  (T.  Lejeune,  "Guide  de  1' Amateur 
de  Tableaux,"  1863,  vol.  i.,  p.  280 ;  and  J.  Smith, 
"Catalogue  Raisonne,"  1837,  part  viii.,  p.  408).  It  next 
appeared  in  the  famous  sale  of  the  Due  de  Morny,  Paris, 
May  31 — June  12,  1865,  when  it  realised  91,500  francs. 

Engravings. — "  La  Devideuse  "  was  engraved  whilst  it 
was  in  the  collection  of  La  Live  de  Jully  by  Jean  Jaques 
Flipart  (grave  d'apres  le  tableau  original  de  M.  Greuze, 
Peintre  du  Roy,  tire  du  Cabinet  Frangois  de  M*"-  De  la 
Live  de  Jully"),  and  was  dedicated  "a  Madame  Anne 
Gabrielle  Barbuty,  femme  de  M""-  Greuze,  Peintre  du  Roy, 
par  son  tres  humble  et  tres  obeissant  serviteur,  L.  Cars" — 
the  publisher  of  the  engraving.  It  was  also  engraved  by 
Sotain  from  a  "  dessin  de  M.  Bocourt,"  and  this  little 
engraving,  which  is  scarcely  more  than  a  very  poor  outline 
reproduction,  was  used  as  an  initial  embellishment  to  an 
article  on  the  Due  de  Morny's  collection  by  Leon  Legrange, 
in  the  Gazette  des  Beaux- Arts^  May,  1863,  p.  385.  There 
seems  to  be  no  reasonable  doubt  that  this  was  the  engrav- 
ing which  Flipart  exhibited  at  the  Salon  of  1763  under  the 
title  of  "  Une  jeune  fille  qui  pelote  du  coton.  D'apres 
M.  Greuze  "  (Lady  Dilke,  *'  French  Engravers  and 
Draughtsmen,"  pp.  89,  191).  It  has  occasionally  been 
reproduced  (usually  in  reverse)  elsewhere.  A  whole-page 
plate  (with  the  erroneous  title  of  "  La  Pelotonneuse  ")  is 
given  in  Ch.  Normand^s  "J.  B.  Greuze,"  1892,  p.  49. 
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La   Devideuse  {Continued), 

References. — In  addition  to  the  references  to  Smith  and 
others  above  quoted,  this  picture  is  also  referred  to  in  the 
Gazette  des  Beaux-Arts^  1862,  p.  407  ;  ihid^  1863,  p.  394; 
in  the  series  of  articles,  afterwards  reprinted  in  book-form, 
by  E.  and  J.  De  Goncourt,  "  L'Art  du  XVIII"^^  Si^cle," 
series  2,  pp.  76  and  95  (where  it  is  also  called  "  La 
Pelotonneuse,  grave  par  Laurent  Cars "  ;  but  Cars  was 
the  publisher  and  not  the  engraver  of  the  picture) ;  and 
Ch.  Normand,  « J.  B.  Greuze,"  1892,  p.  108;  E.  F. 
Pollard,  "  Greuze  and  Boucher,"  1904,  p.  69  ;  and  in 
nearly  every  instance  the  picture  is  called  "  La  Peloton- 
neuse." 


JEAN  BAPTISTE  GREUZE. 

(1-725—1805) 

Born  at  Tournus,  near  Macon,  Burgundy,  on  August  21, 
1725,  son  of  a  slater;  received  lessons  in  painting  from 
Grandon,  a  Lyonnese  artist  of  whom  scarcely  anything  is 
known;  established  himself  in  Paris,  and  exhibited  several 
pictures  at  the  Salon  of  1755,  notably  one  known  as  "La 
Lecture  de  la  Bible,"  which  largely  established  his  reputa- 
tion ;  he  exhibited  a  large  number  of  portraits  and  a  few 
fancy  subjects  at  the  Salon  from  1755  to  1769,  and  then 
nothing  until  the  year  1800  ;  he  died  in  poor  circumstances 
on  March  21,  1805.  The  Wallace  Collection  contains  21 
of  his  works. 

Head  of  a  Boy. 

Half  figure  of  a  child  about  four  years  of  age,  ).  v^.M^to^A  . 

looking  intently  to  left;  in  loosely  arranged  brown  CWv^k>4  ^  li 

jacket  with  red  lining,  the  right  breast  quite  bare,  '^vf^^^atf) 
showing  the  white  shirt  ;   brown  hair  falling  in 
ringlets  over  neck,  ears  and  forehead,  and  lightly 
parted  in  the  centre.    Canvas,  15^  x  12 J. 

Note. — This  and  the  following  were  the  companion  pair 
of  pictures  in  the  collection  formed  by  M.  de  Calonne. 
The  portion  of  the  Calonne  collection  of  pictures  sold  in 
London  by  Skinner  and  Dyke  in  1795,  March  27  (4th 
day),  included  a  companion  pair  thus  catalogued  : — 

"  Lot  41,  Greuze. — La  Fille,  a  very  fine  and  expres- 
sive face,  painted  in  his  best  time.    61  gs. 

'*Lot  42,  Greuze. — The  companion,  of  equal  merit. 

33  gs." 

These  were  purchased  for  or  afterwards  acquired  by 
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Head  of  a   Boy  {Continued). 


Annabel,  Countess  de  Grey  (an  enthusiastic  collector  of 
pictures  (who  died  on  June  29,  1833,  aged  82  years); 
they  were  inherited  by  Earl  de  Grey,  grandfather  of  the 
7th  and  last  Earl  Cowper,  from  whom  they  were  pur- 
chased a  few  years  ago.  The  Calonne  pictures  may  be 
identical  with  the  "Pair  of  busts  of  a  boy  and  a  girl," 
No.  10  in  Smith's  "  Catalogue  Raisonne,"  where  the 
measurement  of  each  is  given  as  canvas  15  in.  x  12  in.,  and 
which  were  in  the  sale  of  the  collection  of  M.  de  La  Live 
de  Jully,  1769. 


JEAN  BAPTISTE  GREUZE. 

(1725—1805) 


Head  of  a  Girl 


Half  figure  of  a  girl  about  six  or  seven  years  of  CJ^Kcr?  SirMW. 
age,  looking  intently  to  left  with  smiling  expression  f 
and  showing  the  upper  row  of  white  teeth  ;  in  ^ 
white  satin  low  dress  with  slightly  pleated  border, 
broad  blue  sash  ;  dark  brown  curly  hair  falling  over 
neck  and  forehead,  bound  with  blue  ribbon,  left  ear 
only  seen.    Canvas,  1 5|-  x  1 2|-. 

See  Note  to  preceding  entry. 
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NICOLAS  LANCRET. 


(1690— 1743) 

Born  in  Paris  on  Jan.  22,  1690,  the  son  of  parents  in  humble 
circumstances;  studied  art  under  Pierre  D'Ulin,  of  the 
Academie,  and  Claude  Gillot,  but  Watteau  was  his  model, 
and  his  pictures  of  fetes  galantes  became  so  popular  that  the 
friendship  of  the  two  artists  was  severed ;  he  was  elected  a 
member  of  the  French  Academie  in  17 19,  and  was  an  inti- 
mate friend  of  most  of  the  popular  actors  and  actresses  of  his 
day,  notably  of  the  two  great  rivals,  Mile.  Camargo  (whose 
portrait  by  him  is  in  the  Wallace  Collection)  and  Mile.  Salle, 
both  of  whom  frequently  appear  in  his  works.  He  died  in 
Paris  on  Sept.  14,  1743. 


Les  Deux  Amis. 

A  composition  of  three  small  whole-length  figures 
in  a  landscape  ;  sitting  to  the  left  is  a  lady  in  low- 
cut  blue-and-white  striped  gown,  hair  bound  with 
pearls,  her  chin  is  being  coyly  touched  by  the  fingers 
of  a  gentleman  in  a  rich  brown  fancy  costume  who 
is  seated  by  her  side  ;  he  is  introducing  to  her 
another  gentleman  richly  attired  in  a  rose-colour- 
and-white  fancy  costume  of  the  period ;  behind  the 
lady  is  a  basket,  and  a  lake  is  seen  in  the  distance. 
On  copper,  11  x  14. 

Exhibited. — The  Salon,  1739,  as  "Les  Deux  Amis: 
Sujet  tire  des  Contes  de  la  Fontaine," — the  pendant  to 
this  picture  in  the  Salon  of  this  year  was  a  picture  of 
"  Une  Dame  a  sa  Toilette  prenant  du  cafe " ;  and  the 
Guildhall,  London,  1898,  No.  55  (Mr.  Pierpont  Morgan). 

Collection. — Mrs.  Lyne  Stephens,  1895,  May  11, 
lot  369. 
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Les   Deux  Amis  {Continued), 

Illustrations. — Engraved  by  Nicolas  de  Larmessin  for 
his  "  Suite  d'Estampes  nouvelles  pour  les  Contes  de  La 
Fontaine,"  circa  1738;  by  Depollier(in  reverse,  on  copper) 
in  the  English  edition  of  La  Fontaine's  "  Tales  and 
Novels  in  verse,"  privately  printed  for  the  Society  of 
English  Bibliopolists,  1896,  vol.  i.,  facing  p.  193. 

Note. — The  original  title  of  this  story  (La  Fontaine, 
"  Contes  et  Nouvelles  en  vers,"  i.  7)  was  simply  "  Conte 
tire  d'Athenee  " ;  the  title  "  Les  Deux  Amis  **  was  first 
used  in  the  Dutch  edition  of  La  Fontaine,  1685.  The 
anecdote  is  placed  in  the  mouth  of  the  orator  Lysias  by 
Athenaeus  (see  the  Lyons  edition  of  161 2,  livre  Xn.,'ch. 
ix.,  pp.  534,  535)- 


NICOLAS  LANCRET. 

(1690— 1743) 


Nicaise. 

"  Vous  savez  des  etofFes  vend  re, 
Et  leur  prix  en  perfection ; 
Mais  ce  que  vaut  Toccasion, 
Vous  I'ignorez,  allez  I'apprendre." 

La  Fontaine^  "  Contes^^  VIL^  iti.y  lines  255 — 8. 

A  composition  of  two  small  whole-length  figures  in 
a  wooded  landscape  ;  in  the  foreground  and  on  the 
right  of  spectator  a  lady  in  white  dress  showing 
pink  underskirt,  pearl  necklace,  with  a  posy  of 
flowers  in  her  bosom  and  floral  wreath  in  her  hair, 
right  hand  outstretched  to  a  gentleman  in  slate- 
coloured  costume,  who  has  on  his  arm  some  richly- 
coloured  drapery,  and  is  holding  out  his  hat  to  her 
apparently  for  the  purpose  of  receiving  payment  for 
his  goods ;  among  the  trees  to  right,  the  head  and 
shoulders  of  another  female  figure,  probably  the 
lady's  maid  ;  to  the  left  a  balcony  and  side  of  house. 
Copper,  II  X  14. 

Collections. — Baron  de  Beurnonville,  Paris,  May,  1881, 
lot  112  j  Mrs.  Lyne  Stephens,  1895,  May  11,  lot  368. 

Illustrations. — Engraved  by  G.  F.  Schmidt,  13  X  15  in., 
for  N.  de  Larmessin's  "  Suite  d'Estampes  nouvelles  pour 
les  Contes  de  La  Fontaine,"  circa  1738, — this  engraving, 
of  which  there  are  four  states,  is  fully  described  by  Prof. 
J.  E.  Wessely,  in  "  Georg  Friedrich  Schmidt,"  Ham- 
burg,  1887,  No.   180,  p.  77;  by  E.  A.  Champollion 
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Nicaise  {Continued), 

(i 848-1 901),  6  X  4j  in.,  for  the  De  Beurnonville  sale 
catalogue ;  by  DepoUier  ain6  (on  copper)  in  reverse  in  the 
English  edition  of  La  Fontaine's  Tales  and  Novels  in 
verse,"  privately  printed  for  the  Society  of  English  Biblio- 
polists,  1896,  vol.  ii.,  facing  p.  105  ;  illustrated  in  the 
Lyne  Stephens'  sale  catalogue ;  W.  Roberts,  "  Memorials 
of  Christie's,"  1897,  vol.  ii.,  facing  p.  252. 

Exhibited. — Guildhall,  London,  1898,  No.  63  (Mr. 
Pierpont  Morgan). 

Notes  and  References. — Nicaise  "  is  the  seventh 
story  in  the  third  part  of  the  "  Contes  et  Nouvelles  en 
vers,"  first  published  chez  Claude  Barbin,  Paris,  167 1  ; 
the  story  is  imitated  from  a  nouvelle  by  Girolamo  Brusoni, 
"L'Amante  Schernito "  (Venice,  1655),  although  its 
origin  has  been  traced  back  to  over  a  century  before. 
"  The  heroine  of  this  brilliant  little  picture  [/  Nicaise '] 
.  .  .  is  the  bourgeoise  sister  of  the  noble  lady  in  '  Le 
Faucon '  by  Subleyras  in  the  Louvre,  and  the  smart  little 
soubrette  in  blue-and-white-striped  silk,  vi^ho  forgets  her 
basket  of  linen  v^^hilst  the  tw^o  friends  trifle  with  her  charms, 
belongs  to  the  same  family,  all  connected  with  the  stage. 
All  their  faces  wear  the  same  appeal  to  the  audience,  but 
in  each  case  Lancret  has  laboriously  worked  up  the  lights, 
aiming  at  a  certain  solidity  of  relief  and  trenchant  accent 
of  the  forms  which  is  by  no  means  common  in  his  work, 
and  which  suggests  that  when  he  was  bidden  to  illustrate 
La  Fontaine  he  had  looked  at  the  treatment  by  Subleyras 
of  the  '  Oies  du  frere  Philippe '  and  '  Le  Faucon,'  and 
had  taken  some  hints  from  that  accomplished  artist's  skill  " 
(Lady  Dilke,  "  French  Painters  of  the  XVIIIth  Century," 
1899,  P-  109)- 


MAURICE   QUENTIN  DE 

LA  TOUR. 

(1704— 1788) 

Son  of  Francois  de  la  Tour,  an  tngenieur-gifographe ;  born  at 
St.  Quentin,  September  5,  1704;  studied  art  in  Paris  under 
Jacques  Jean  Spoede;  visited  England  in  1724  under  the 
patronage,  it  is  said,  of  the  English  ambassador  to  the  Con- 
gress of  Cambrai,  and  returned  to  Paris,  where  he  set  up  as 
an  English  artist.  He  used  pastels  as  a  medium  with  great 
success,  working  with  great  rapidity  and  charging  small 
prices,  according  to  Mariette ;  the  first  works  which  he  sent 
to  the  Salon  were  portraits  of  himself  and  Madame  Boucher, 
in  1737,  and  he  continued  to  exhibit  until  1773;  he  was 
elected  an  Academician  in  1746,  retiring  in  1784  to  St. 
Quentin,  where  he  died  in  1788,  and  in  the  museum  or 
which  may  be  seen  a  splendid  collection  of  85  pastel  draw- 
ings by  him.  He  painted  several  portraits  of  Louis  XV.  and 
of  the  Queen,  and  a  large  number  of  distinguished  men  and 
women  of  the  day  were  numbered  among  his  patrons. 

Madame  de  Mondonville, 

Daughter  of  Monsieur  Boucon,  a  rich  "  amateur  des  Beaux- 
arts";  born  October  11,  1708;  married  in  1747  to  Jean 
Joseph  Cassanea  de  Mondonville  (17 15-1773)  the  famous 
musician,  maitre  de  musique  and  afterwards  surintendant  de  la 
chapelle  de  Versailles,  A  contemporary  writer,  Dagouin, 
declared  in  connection  with  this  marriage :  "  Apollon  et 
TAmour  pouvaient-ils  mieux  faire  que  d'unir  ensemble  deux 
de  leurs  plus  intimes  favoris  ? "  The  author  of  "  Necro- 
logie"  stated  that  the  wife  was  "jeune  et  jolie,"  whilst 
another  writer  (F.  Hellouin,  "  Feuillets  d'Histoire  Musicale 
Francaise")  declared  that  Mdlle.  Boucon  was  rich,  and 
Mondonville  "  cupide  " — hence  this  marriage.  Madame  de 
Mondonville  was  herself  a  good  musician,  and  probably 
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Madame  de  Mondonville  {Continued). 

studied  under  Rameau,  who  dedicated  to  her  one  of  his  most 
famous  "pieces  en  concert."  The  date  of  her  death  has  not 
been  found. 


Half  figure,  seated,  directed  to  front,  looking  at 
spectator,  full  face ;  blue  low  dress  lined  with 
brownish  fur,  long  white  ruffle,  pinkish  head-dress 
fastened  round  the  neck  with  bluish-black  veil  ;  left 
arm  resting  on  a  clavichord,  on  which  is  an  open 
volume  inscribed  :  "  Pieces  de  Clavecin  de  Madame 
de  Mondonville."    Canvas,  25  x  21.  Pastel. 

This  portrait  was  for  very  many  years  in  the  Collection 
of  M.  Eudoxe  Marcille,  and  was  inherited  by  his  daughter, 
Madame  Jahan-Marcille,  from  whom  it  was  acquired  two 
or  three  years  ago. 

Exhibited. — At  the  Salon,  1753,  as  "Madame  de  Mon- 
donville appuyee  sur  un  clavecin  "  ;  and  at  the  "  Salon  de 
Correspondance,"  1782,  when  it  was  accompanied  by 
the  pendant  portrait  of  her  husband,  which  had  been  first 
exhibited  at  the  Salon  of  1747. 

Illustrations. — A  "  heliogravure-Dujardin  "  in  E.  and 
J.  de  Goncourt's  "  L'Art  du  Dix-huitieme  Siecle," 
1880,  vol.  i.,  facing  p.  238;  and  Maurice  Tourneaux's 
"  La  Tour,"  1904,  p.  97. 

References. — E.  and  J.  de  Goncourt,  "  L'Art  du  Dix- 
huitieme  Siecle,"  1880,  vol.  i.,  p.  239;  ditto,  1881, 
pp.  347-8;  Champfleury,  "La  Tour,"  1887,  pp. 
26-7;  Lady  Dilke,  "French  Painters  of  the  XVIIIth 
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Madame  de  Mondonville  {Continued). 

Century,"  1899,  pp.  160-1,  164;  and  M.  Tourneaux, 
"La  Tour,"  1904,  pp.  52,  59. 

Notes. — Mondonville  was  an  intimate  friend  of  La  Tour, 
and  at  his  house  the  artist  was  one  of  the  most  frequent 
visitors.  It  is  stated  that  Madame  de  Mondonville  did  not 
sit  to  La  Tour  more  than  twice,  and  she  is  said  to  have 
informed  the  artist  that  she  could  not  afford  to  pay  more 
than  25  louis  for  her  picture.  The  artist,  "  sans  aucune 
remarque  sur  la  modicite  "  of  the  price,  "  se  mit  a  Toeuvre 
avec  empressement."  The  portrait  was  universally  ad- 
mired, and  Madame  de  Mondonville,  delighted  with  the 
work,  sent  the  artist  the  25  louis  in  a  box  of  bonbons. 
La  Tour  kept  the  bonbons  and  returned  the  25  louis. 
Thinking  this  to  be  a  "  delicatesse  "  on  the  part  of  the 
artist,  Madame  de  Mondonville  sent  him  a  plat  d* argent 
of  the  value  of  30  livres  ;  but  the  plate  was  also  returned. 
La  Tour  valued  the  portrait  at  1,200  livres  (£60)  and 
would  not  accept  less. — H.  Lepauze,  "  La  Tour  et  son 
CEuvre,"  1905  (No.  8).  An  unfinished  but  charming 
pastel  at  the  St.  Quentin  Museum,  long  described  as  a 
"  preparation  "  for  the  portrait  of  Madame  de  Mondon- 
ville, is  now  said  on  excellent  authority  to  represent 
Madame  de  la  Popeliniere. 

The  Salon  of  1753,  at  which  this  portrait  appeared, 
was  a  veritable  La  Tour  gallery  of  celebrated  people,  his 
exhibits  amounting  to  the  extraordinary  number  of  eighteen, 
among  which  were  the  Marquis  de  Voyer,  the  Marquis 
de  Montalembert,  Silvestre,  "  Premier  Peintre  du  Roy  de 
Pologne,"  Watelet  the  financier,  Duclos  the  historio- 
grapher, and  M.  Rousseau,  "  citoyen  de  Geneve." 

Some  confusion  has  hitherto  existed  concerning  the 
maiden  name  of  Madame  de  Mondonville,  but  the  greatest 


MAURICE  QUENTIN  DE  LA  TOUR. 

(1704— 1788) 


Madame  de  Mondonville  {Continued). 

living  authority  in  such  matters,  M.  Ch.  Malherbe,  the 
Keeper  of  the  Archives  at  the  Paris  Opera,  has  (through 
M.  Henry  Martin)  been  good  enough  to  furnish  us  with 
the  biographical  particulars  of  her  given  herewith.  The 
Nouvelle  Biographic  Generale,"  1855  (vol.  ix.,  p.  27), 
states  that  the  name  of  "  de  Mondonville,"  which 
Cassanea  assumed,  was  that  of  an  estate  which  had  for- 
merly belonged  to  his  family ;  whilst  L.  Galibert,  in  his 
"J.  J.  Cassanea  de  Mondonville,"  published  at  Nar- 
bonne  in  1856  (p.  9),  said :  "Cassanea  prit  le  nom  de 
Mondonville  enrichi  de  la  particule  nobiliaire,  par  suite 
de  son  mariage  avec  une  demoiselle  de  Mondonville^  de 
Toulouse,  dont  la  famille  se  rendit  celebre  par  ses  difFerends 
avec  les  Jesuites,  a  propos  de  Tlnstitut  des  Filles  de 
I'Enfance,  fonde  par  Madame  de  Mondonville,  tante  de 
I'epouse  de  Cassanea."  It  may  be  further  mentioned 
that  the  son  of  Monsieur  and  Madame  de  Mondonville, 
Maximilian  Joseph,  was  born  on  March  10,  1749,  and 
became  later  on  Controleur  des  Rentes  de  I'Hotel  de 
Ville,  Paris,  and  that  several  of  his  descendants  are  still 
living  in  that  city.  La  Tour's  portrait  of  M.  de  Mon- 
donville was,  according  to  Grove's  "Dictionary  of  Music 
and  Musicians"  (vol.  ii.,  p.  353),  in  the  possession  of  M. 
Ambroise  Thomas, 
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MARIE  LOUISE  ELISABETH 

VIGEE  LE  BRUN. 

(1755— 1842) 

Born  in  Paris,  April  16,  1755,  daughter  of  a  portrait  painter 
(who  died  in  1768)  named  Vigee  ;  studied  art  under  Briard, 
Doyen,  Greuze,  and  Joseph  Vernet ;  married,  in  1776,  a 
picture-dealer,  Le  Brun  ;  in  1779  she  painted  a  portrait  of 
Marie  Antoinette  (the  first,  it  is  said,  of  25  portraits  of  the 
same  Royal  lady);  on  May  31,  1783,  she  was  received  by 
the  Academie  Royale  ;  travelled  over  various  parts  of  the 
Continent  painting  portraits,  and  lived  in  England  for  three 
years  from  i8o2;  died  in  Paris  on  March  30,  1842.  Her 
sitters  included  Emma  Hart  (Lady  Hamilton),  Madame  de 
Stael,  Madame  Catalani,  La  Bruyere,  Abbe  Fleury,  &c.  Her 
"Souvenirs,'*  which  were  published  in  Paris  in  1837-9,  have 
recently  (1904)  been  translated  into  English. 


The  Marquise  de  Laborde. 

Rosalie  Claire  Josephe  de  Nettine,  daughter  of  the  Vicomte 
K«Jfit5>tfv*X  C,  ^^^^  Vicomtesse  de  Nettine,  of  Brussels  ;  born  at  Brussels, 

iA>A.^Uw..*V>A  tJ3,'.  September  10,  1737;  married,  on  September  9,  1760,  Jean 
K^i^i  ^4,)  ^'^^H^    Joseph,  Marquis  de  Laborde,  the  celebrated  banker  of  the 

time  of  Louis  XV.;  died  in  Paris,  July  25,  1851. 


Three-quarter  figure,  seated  on  patterned  green 
divan,  directed  to  right,  looking  at  spectator ;  in 
creamy-white  dress  with  gold  spots,  white  bodice 
with  gold  band,  rich  dark  violet  jacket,  belt  with 
large  locket  containing  a  miniature  or  medallion, 
right  arm  resting  on  a  blue  or  green  plush  cushion, 
left  resting  on  lap ;  long  brown  curly  hair  falling 


MARIE  LOUISE  ELISABETH 

VIGEE  LE  BRUN. 

(1755— 1842) 

The  Marquise  de  Laborde  {Continuedy 

over  shoulders,  white-and-gold-bordered  turban ; 
grey  background.    Panel,  41  x  32. 

Painted  in  1775. 

References  and  History. — This  portrait  is  mentioned 
in  the  "Souvenirs  de  Madame  Vigee  le  Brun,"  Paris, 
1891,  vol.  ii.,  p.  356  (being  one  of  the  34  pictures  which 
the  artist  painted  in  1775);  and  in  the  English  translation 
of  the  "Souvenirs,"  London,  1904,  p.  217.  The  portrait 
passed  from  the  family  at  the  time  of  the  French  Revolu- 
tion; it  v^^as  acquired  in  the  middle  of  the  nineteenth 
century  by  M.  Ferol,  the  well-known  picture-dealer;  it 
afterwards  "  became  the  property  of  an  opera  dancer  who 
married  an  English  colonel,"  and  subsequently  passed  into 
the  collection  of  Mr.  Lyne  Stephens.  As  Mile.  Duvernay, 
before  her  marriage  with  Mr.  Lyne  Stephens,  was  an 
actress,  the  "  opera  dancer  "  probably  refers  to  her.  This 
picture  formed  lot  360  in  the  dispersal  of  the  Lyne 
Stephens'  art  collections  at  Christie's,  on  May  11,  1895, 
as  a  "  Portrait  of  a  lady." 

Exhibited. — Old  Masters,  1896,  No.  53  (Mr.  Pierpont 
Morgan)  ;  Guildhall,  London,  1898,  No.  80  (the  same). 

Illustrations. — Lyne  Stephens'  Sale  Catalogue,  and 
W.  Roberts's  "  Memorials  of  Christie's,"  ii.,  facing  p.  250. 

Note. — Madame  de  Laborde's  father,  M.  de  Nettine,  was 
the  "  Banquier  de  la  Cour  de  Vienne  "  at  Brussels ;  her 
elder  sister  married  M.  Walckeirs,  Baron  de  Tronchiennes, 
Conseiller  d'^ltat   de  I'lmperatrice-Reine ;  her  younger 
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The  Marquise  de  Laborde  {Continued). 

sister  married,  in  1771,  Michault  d'Harvelay,  "garde  du 
tresor  royal."  Her  husband,  M.  de  Laborde,  is  dis- 
tinguished in  French  history  as  "  le  premier  industriel  dont 
le  gouvernement  ait  recherche  Tassistance  les  finances." 
The  Due  de  Choiseul  made  him  "  Banquier  de  la  Cour," 
and  conferred  on  him  the  title  of  Marquis;  in  1763  he 
created  the  Caisse  d'escompte  :  when  Choiseul  was  dis- 
graced Laborde  retired  from  office.  De  Laborde  amassed 
great  wealth,  purchased  extensive  estates  near  Paris,  and 
built  a  number  of  chateaux,  notably  those  of  Saint-Ouen, 
Saint-Lu,  and  La  Feste-Vidue.  He  was  guillotined  in 
Paris  on  April  18,  1794.  His  eldest  son,  F.  G.  J.  de 
Laborde,  was  a  Depute  at  the  Assembiee  Constituante, 
and  died  in  England  in  1801. 


JEAN  MARC  NATTIER. 

(1685— 1766) 

Born  in  Paris  on  March  17,  1685,  and  studied  under  his   P'^jT^JA  ^■^r^t/ 
father  (and  namesake),  a  portrait-painter  of  some  excellence  j  .  /r 

visited  Amsterdam  in  1715,  and  painted  Peter  the  Great  of  ^  ^ 
Russia,  and  several  members  of  the  Russian  Court ;  w^as  ^ 
received  at  the  Academic  Royale  on  Oct.  29,  17 18;  lost 
his  savings  in  Law's  Bank  in  1720  ;  Painter-in-Ordinary 
to  the  Royal  Princesses,  of  w^hom  he  executed  many  por- 
traits ;  his  portraits  are  very  numerous,  and  those  of  the 
Princesses  of  France  fill  an  entire  gallery  at  Versailles.  He 
died  in  Paris  on  Nov.  7,  1766.  His  daughter,  Madame 
Torgal,  published  his  "  Life." 


Mademoiselle  de  Charolais. 

Anne   Louise   Benedicte,  grand-daughter  of   the   Grand    ;  p  ^ 

Conde  and  eighth  child  of  Henri  Tules  de  Bourbon,  Prince         ,  ,  5/  '  . 

de  Conde,  rair  et  Cjrand-maitre  de  r  ranee  (1043- 1709);  -uul^V)) 

born  Nov.  8,  1676  ;  married  ("  le  mariage  eut  lieu  en  grande 

pompe  a  Versailles  " — Mercure  Galante^  p.  295,  and  Gazette, 

p.  143),  March  19,  1692,  Louis  Auguste  de  Bourbon,  Due       "^.i^  fAb.  C#-f^. 

du  Maine,  Prince  de  Dombes,  &c.,  son  of  Louis  XIV,  and 

of   Madame  de  Montespan  ;    the  newly- married  couple 

received  from  the  King  one  million  livres,  and  from  the 

Prince  le  Conde  800,000  livres  ;  died  Jan.  23,  1753.  She 

was  known  first  as  Mademoiselle  d'Enghien,  and  afterwards 

as  Mademoiselle  de  Charolais.     Her  eldest  brother  Henri 

(1657-1670)  and  her  second  brother  Louis  (1668-1710) 

were  successively  Dues  de  Bourbon ;  the  latter  served  in 

various  French  wars,  notably  in  Flanders,  towards  the  end 

of  the  seventeenth  century. 


Three-quarter-length  figure,  seated  in  a  landscape, 
directed  to  front  and  looking  at  spectator ;  in  bright 
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Mademoiselle  de  Charolais  {Continued). 

scarlet  robe  cut  low,  black  cloak,  white  satin  trim- 
ming round  neck  and  wrists ;  dark  short  hair,  brown 
eyes,  fresh  complexion  ;  holding  a  guitar  inlaid  with 
mother-o'-pearl ;  to  left  is  a  cupid  slightly  covered 
with  gold  drapery,  holding  with  both  hands  an  open 
music-book,  and  sitting  on  a  blue  cushion  ;  on  the 
left  lower  portions  of  columns  to  right  blue  cushion 
with  fleur-de-lis  pattern ;  trees  in  the  distance. 
Canvas,  57  x  43. 

Signed  and  dated  on  the  column  :  Nattier  Pinxit^ 

Illustrated  in  Sedelmeyer's  "Seventh  Hundred  of 
Paintings  by  Old  Masters,"  1901,  facing  p.  84. 

Notes. — This  lady  was  one  of  the  most  remarkable 
women,  even  in  her  own  day,  when  brilliant  women  were 
comparatively  numerous.  Her  husband  was  one  of  the 
two  children  of  Louis  XIV.  by  Madame  de  Montespan ; 
both  children  were  declared  "  legitime "  by  an  Act  of 
171 1  and  a  "Declaration"  of  17 14.  She  was  educated 
by  Madame  de  Maintenon,  and  had  the  Due  du  Maine 
possessed  a  very  small  portion  of  his  wife's  ambition  and, 
it  may  be  added,  unscrupulousness,  the  whole  destiny  of 
France  might  have  been  different.  Louis  XIV.  died  on 
Sept.  I,  171 5,  and  an  almost  immediate  attempt  was  made 
to  set  aside  the  late  King  s  "  legitimacy "  Act.  The 
Duchesse  du  Maine  at  once  took  action,  and  caused  to  be 
written  a  book  impeaching  six  of  the  principal  signatories 
of  the  application,  with  the  result  that  they  were  placed  in 
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Mademoiselle  de  Charolais  {Continued), 

the  Bastille.  "  La  Duchesse  du  Maine  n'avait  pas  ete 
etrangere  a  la  redaction  de  cet  ecrit ;  mais  elle  eut  une 
part  encore  plus  directe  a  la  composition  des  memoires  qui 
parurent,  a  la  meme  epoque,  contra  les  pretentions  des 
princes  du  sang.  Elle  employait  une  partie  des  nuits  a 
des  recherches  laborieuses ;  au  milieu  des  in-folio  qui 
couvraient  son  lit  et  semblaient  pres  de  I'ecraser,  elle  se 
comparait  plaisamment  a  Encelade  abime  sous  le  mont 
Etna."  But  her  efforts  failed  to  avert  the  decree  of  the 
Regent's  Council  that  the  two  sons  had  no  claim  to  the 
succession.  Her  ambitions  were  dashed  to  the  ground,  and 
she  now  embarked  on  a  scheme  of  revenge.  She  pressed 
her  husband — apparently  much  against  his  will — into  her 
service ;  she  fomented  troubles  in  Brittany,  and  engaged 
ardently  in  the  plot  to  carry  off  the  Regent  to  Spain  and 
to  place  Philip  V.  at  the  head  of  the  French  Government, 
with  her  husband  the  Due  du  Maine  as  his  right-hand 
man.  The  plot  failed,  the  Prince  Cellamare,  the  Spanish 
Ambassador  at  Paris,  was  arrested,  and  the  Duchesse  du 
Maine  was  condemned  to  the  Chateau  de  Dijon  on 
Dec.  29,  1 7 18,  with  only  one  female  attendant  ;  in  May, 
1 7 19,  she  was  transferred  to  Chalons,  but  in  the  following 
year  she  appears  to  have  been  released  and  came  to  Court. 
She  formed  at  Sceaux  a  court  of  her  own,  "  ou  elle  regnait 
en  souveraine/'  and  where  she  attracted  by  her  wit  and 
personal  beauty  many  of  the  most  brilliant  men  and 
women  of  the  day.  Duclos  described  her  as  "  une  femme 
vive,  ambitieuse,  avec  de  Tesprit  et  ce  qui  peut  rester  de 
jugement  a  un  vieil  enfant  gat6  par  les  louanges  de  sa  petite 
cour."  The  Due  du  Maine  was  a  man  of  studious  tem- 
perament, and  when  he  once  showed  her  a  translation  of 
his  own,  she  retorted  :  "  Un  beau  matin,  vous  trouverez 
en  vous  eveillant  que  vous  etes  de  I'Academie,  et  que 
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Mademoiselle  de  Charolais  {Continued). 

M.  d'Orleans  a  la  regence."  In  her  honour — and  possibly 
at  her  own  suggestion  —  a  commemorative  medal  was 
struck,  with  a  bust  of  herself  and  the  following  inscription : 
"  L.  Bar.  D.  Sc.  D.  P.  D.  L.O.  D.  L.  M.  A.  M.*'  (  =  Louise 
baronne  de  Sceaux,  directrice  perpetuelle  de  I'ordre  de  la 
Mouche  a  miel). 

In  this  luminous  and  beautiful  portrait  of  her  by  Nattier 
she  appears  much  younger  than  fifty-five  years  of  age,  and 
there  can  be  little  doubt  that  the  artist  has  idealised  his 
sitter.  This  is  not  the  only  portrait  of  her  by  the  same 
artist.  "II  y  a  au  Chateau  de  Versailles  un  portrait  de 
Mme.  du  Maine,  vieillissante,  par  Nattier,  qui  est  d'un 
realisme  cruel.  La  duchesse  a  une  figure  de  naine,  une 
figure  trapue  et  sans  grace.  EUe  a  le  nez  epais,  la  bouche 
vulgaire,  deux  mentons  et  la  peau  grosse.  Rien  d'une 
deesse  "  (Barine,  "  Princesses  et  Grandes  Dames,"  1890, 
p.  229).  In  a  remarkable  series  of  engraved  "  Portraits 
des  Personnages  de  la  Cour  de  Louis  XIV."  (1638-17 15), 
issued  by  Trouvain,  Mariette  et  Bonnard,  1 690-1 696 
(from  the  Seilliere  Library,  and  described  in  Ouaritch's 
Catalogue  of  March,  1904),  there  are  two  distinct 
engravings,  both  whole-lengths,  en  grande  dame^  of  this 
remarkable  woman.  Like  the  other  engravings  in  this  series, 
these  two  are  evidently  not  engraved  from  oil  paintings, 
but  done  partly  ad  vivum^  and  partly  from  memory. 
A  portrait  to  waist,  holding  a  fan,  and  representing  her  in 
the  full  maturity  of  her  beauty,  accompanies  a  notice  in 
Sainte-Beuve's  "  Galerie  de  Femmes  Celebres,"  1859. 

The  references  in  French  "Memoirs"  and  ''Souvenirs" 
to  the  Duchesse  du  Maine  are  very  numerous  ;  those  of 
Saint  Simon,  De  Souches,  De  Luynes,  De  Staal  and  De 
Caylus  may  be  mentioned,  whilst  the  "  Journals "  of 
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Dangeau,  De  Barbier,  and  De  Buvat  may  also  be  mentioned. 
One  of  the  best  notices  of  her  career  occurs  in  Arvede 
Barine's  [/.^.,  Madame  Cecile  Vincens]  "  Princesses  et 
Grandes  Dames/*  1 890,  pp.  215-291.  A  more  detailed 
account  of  her  career  at  Sceaux  (with  a  portrait  from  a 
contemporary  engraving,  and  various  illustrations)  will  be 
found  in  V.  Advielle's     Histoire  de  la  Ville  de  Sceaux." 

In  17 1 7  the  following  verses  are  said  to  have  been 
inspired  by  her  : — 

Les  yeux  de  mon  Iris 
Sont  deux  portes  cocheres, 
Ou  Ton  voit  en  ecrit  : 
Appartement  a  faire, 
A  faire  ramoiir 
La  nuit  et  le  jour. 

These  verses  were  revived  and  enjoyed  an  enormous 
popularity  in  the  Latin  Quarter  under  the  Second  Empire. 


D  D  2 


JEAN  BAPTISTE  JOSEPH 

PATER. 

(1695— 1736) 

Born  at  Valenciennes,  Dec.  29,  1695,  son  of  a  sculptor; 
studied  for  a  short  time  under  Watteau,  his  fellow-townsman; 
was  received  at  the  Academic  Royale  on  Dec.  31,  1728,  on 
presentation  of  a  picture  with  the  title  of  "  Rejouissance  de 
Soldats";  died  in  Paris  on  July  26,  1736,  the  victim  of  in- 
cessant work,  and  perhaps  of  avarice.  "  Le  pauvre  homme," 
says  Mariette,  "  se  refusoit  le  necessaire  et  ne  prenoit  de 
plaisir  qu'a  compter  son  or." 

Fete  Champetre,  with 
Man  holding  a  Stick. 

A  composition  of  eleven  figures,  all  in  rich  fancy 
costumes  of  the  period,  in  a  wooded  dell  ;  to  left,  a 
gentleman  in  dark  cloak,  leaning  his  right  arm  on 
the  stump  of  a  tree  or  mound  ;  in  front  of  him  are 
two  young  girls  conversing  ;  on  the  extreme  right  a 
couple  on  the  point  of  leaving  their  companions ; 
above  them  are  two  terra-cotta  figures  of  amorini  ; 
in  the  foreground  a  lady  in  white  satin  dress,  pink 
skirt,  with  flowers  in  her  hair,  is  seated  on  a  low 
stool  or  stone,  holding  a  musical  instrument  ;  in  the 
centre  of  the  scene  is  a  gentleman  in  light-brown 
breeches  and  waistcoat,  gold  sash,  brown  coat,  and 
shoes  with  red  rosettes,  sitting,  holding  a  walking- 
stick  in  his  right  hand,  conversing  with  a  lady  who 
is  wearing  a  low  white  satin  dress,  with  pink  over- 
dress or  cloak,  a  white  feather  and  flowers  in  her 
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Fete  Champetre,  with  Man 

holding  a  Stick  (^Continued), 

hair,  and  holding  upright  a  closed  fan  ;  between  the 
two  is  another  lady  ;  a  child  and  a  young  man 
playing  a  flute  ;  in  the  distance  ruins,  and  behind  a 
high  elevation.    Canvas,  2  6|-  x  20;|. 

Signed  in  lower  left-hand  corner :  Pater  F\ 

Notes. — The  great  popularity  of  Watteau's  "  fStes  cham- 
petres "  undoubtedly  opened  up  a  new  world  to  Pater, 
and  he  entered  into  the  spirit  of  it  with  a  characteristically 
restless  energy.  His  almost  instantaneous  success  was 
doubtless  the  primary  cause  of  the  estrangement  between 
him  and  Watteau.  He  had  discovered  a  profitable  source 
of  income,  he  laboured  at  it  for  many  years,  and  con- 
tinued producing  pictures  of  this  class  up  to  the  time 
of  his  death.  His  range  was  a  limited  one  ;  he  seems  to 
have  about  a  dozen  stock  figures,  which  he  shuffled  and 
reshuffled,  to  give  his  numerous  pictures  a  variety  which 
they  can  scarcely  be  said  to  possess.  For  this  reason,  his 
"f6tes  champ^tres  "  all  bear  a  strong  family  likeness,  and 
vary  chiefly  in  the  number  and  disposition  of  the  figures. 
In  the  treatment  of  the  landscape  backgrounds  he  is,  how- 
ever, often  more  successful  than  Watteau,  whose  pictures 
are  for  the  most  part  sombre  in  general  effect,  and  the 
trees  are  indicated  by  dark  masses,  in  Pater  the  trees  are 
most  skilfully  painted  in,  the  light,  feathery  effect  being  a 
highly  graceful  and  suitable  setting  for  a  "fete  champetre." 

Mr.  Pierpont  Morgan's  two  examples  are  among 
Pater's  most  successful  efforts.  The  above  picture  closely 
resembles  the  Pater  at  Buckingham  Palace.     The  two 
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Fete  Champetre,  with  Man 

holding  a  Stick  [Continued). 

central  figures  of  a  lady  and  gentleman  are  the  same,  the 
latter,  in  the  King's  picture,  does  not  hold  a  walking- 
stick,  but  the  lady's  hand  ;  the  man  in  a  dark  cloak  on  the 
right,  leaning  his  right  elbow  on  a  pedestal,  is  also  identical 
with  that  in  Mr.  Pierpont  Morgan's  picture,  but  the 
general  arrangement  of  the  group  and  of  the  landscape 
background  differs  in  many  details.  A  portion  of  this 
scheme  is  again  utilised  in  the  example  of  Pater's  work 
in  the  Jones  Bequest  at  South  Kensington,  and  also  in 
more  than  one  of  his  works  in  the  Wallace  Collection. 


JEAN  BAPTISTE  JOSEPH 

PATER. 

(1695— 1736) 

Fete  Champetre,  with  Man 
playing  a  Guitar. 

A  composition  of  ten  figures,  of  which  four  are 
gentlemen,  all  in  rich  fancy  costumes  of  the  period, 
in  a  landscape  ;  on  the  left  a  gentleman  playing  a 
guitar,  reading  his  notes  from  a  music  book  which 
is  held  by  a  lady  next  him  ;  she  is  pointing  with  her 
right  hand  to  a  passage  in  the  book  ;  behind  her  is 
another  gentleman  looking  intently  at  the  music 
book ;  two  other  ladies  are  reclining  on  the  ground, 
and  behind  them  is  a  gentleman  whispering  to 
another  lady  whose  arm  rests  on  his  shoulder,  he  is 
holding  the  tips  of  her  fingers ;  to  right  a  gentleman 
sitting  on  a  chair  on  the  back  of  which  is  leaning 
a  lady  in  dark  dress ;  near  her  is  a  young  girl 
apparently  holding  a  bone  and  attracting  the  notice 
of  a  dog  ;  to  left  a  group  of  gracefully  arranged 
trees  and  undergrowth  ;  to  right  a  pillar  and  the 
opening  of  a  doorway  and  another  clump  of  trees ; 
in  the  distance  a  small  group  of  houses,  apparently 
the  ruins  of  an  old  mansion  or  church,  and  behind 
this  a  natural  elevation  ;  a  river  is  indicated  in  the 
centre  of  the  composition.    Canvas,  26f  x  20^, 


Signed  and  dated  at  lower  extremity  of  pillar  in 
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Fete  Champetre,  with  Man 
playing  a  Guitar  {Continued), 

right-hand  corner  (the  last  numeral  is  indistinct) : 
Pater  1734* 

Note. — This  also  is  the  parent  of  many  similar  pictures, 
one  of  which,  with  only  seven  figures  and  on  a  slightly 
smaller  canvas,  is  now  in  the  Wallace  Collection  (No. 
383) ;  in  this  there  is  also  a  man  in  red  cap  playing  a 
guitar,  with  the  lady  near  him  holding  an  open  book  or 
piece  of  music. 


JEAN  BAPTISTE  JOSEPH 

PATER. 

(1695— 1736) 

Ladies  Bathing,  with 
Statue  of  Venus. 

A  composition  of  fourteen  figures  by  a  stream,  in 
the  shadow  of  a  tall  overhanging  tree ;  three  ladies 
are  bathing,  or  rather  wading,  the  two  most  pro- 
minent are  the  one  in  a  white  loose  gown  and  the 
other  in  a  blue  hat  and  brick- red  gown — which  is 
lifted  above  her  knees ;  sitting  on  the  bank  a  lady- 
is  dressing,  and  is  in  the  act  of  pulling  on  her 
stocking  ;  by  her  is  a  toy  spaniel  ;  next  her  a  lady 
in  pink  dress  and  white  skirt,  with  bare  legs  and 
feet,  is  conversing  with  a  cavalier  in  pink  dress  and 
hat  with  feather,  he  is  playing  a  guitar  ;  a  servant 
lad  is  bringing  in  refreshments  on  a  tray ;  to  right 
a  large  sculptured  chariot-like  stone  chair,  with 
pedestal,  near  which  is  another  cavalier  in  the  act  of 
pouring  out  wine  in  a  glass  held  by  a  lady  ;  trees 
with  statue  of  Venus  to  right ;  church  with  steeple 
in  the  middle  distance,  and  cottages  and  trees  to  left. 
Canvas,  23^  x  19^. 

Notes. — One  of  the  most  important  of  Pater's  many 
versions  of  this  subject  is  now  in  the  National  Gallery  of 
Scodand,  and  another  variation  is  in  the  Wallace  Col- 
lection (No.  426).  Mr.  Alfred  de  Rothschild's  collection 
also  contains  a  similar  picture  by  this  artist,  under  the  title 
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Ladies  Bathing,  with  Statue  of  Venus 

{Continued). 

of  "Le  Bain,"  22  x  26.  "It  is  a  subject  which  Pater 
has  constantly  repeated,  sometimes  reproducing  portions 
almost  exactly,  as  for  example  the  central  group,  which 
reappears  in  the  *Baigneuses  dans  un  pare,'  bought  by 
Count  Tessin,  which  is  now  in  the  National  Gallery  at 
Stockholm.  Sometimes  he  slightly  varies  the  composition 
or  adds  some  new  feature,  such  as  the  awning  stretched 
among  the  trees  of  the  repetition  at  the  Neues  Palais, 
Potsdam,  into  which  he  has  also  introduced  figures  for  the 
'  Bain  rustique,'  and  again  in  a  more  important  canvas,  the 
*  Badende  Madchen,'  also  hanging  in  this  same  palace, 
the  same  composition,  freely  modified,  and  in  some  parts 
transposed,  reappears.  This  version  has  not,  however, 
the  strength  and  depth  of  tone  which  distinguish  that 
excellent  example  of  Pater's  earliest  manner,  the  picture 
in  the  Edinburgh  Gallery ;  the  magnificent  dresses  of  the 
attendant  cavaliers  and  the  costumes  of  the  women  about 
to  disrobe  give  remarkable  beauty  and  value  to  the  flesh  of 
the  bathers,  who  disport  themselves  in  the  great  circular 
basin  of  water  which  fills  the  foreground.  In  the  midst 
is  a  sculptured  fountain  backed  by  a  semicircular  colonnade 
in  partial  shadow,  beneath  which  are  various  figures 
[fourteen  men  and  women  and  a  dog].  Here,  close  to  the 
fountain,  stands  conspicuous  a  lady,  accompanied  by  a 
man,  and  her  pale  pinkish  draperies  spread  the  pearl-like 
tones  of  the  flesh  of  the  single  undraped  central  figure 
resting  against  the  marble  of  the  fountain  before  joining 
her  companions  in  the  water.  Some  are  on  their  way  to 
the  opposite  bank,  where  two  fair  dames  look  on,  whilst 
one  who  has  bravely  crossed  is  received  by  her  maid  and 
wrapped  in  a  dull  red  cloak,  the  tone  of  which  is  repeated 
in  the  cape  of  the  man  who,  his  dog  at  his  side,  stands 
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Ladies  Bathing,  with  Statue  of  Venus 

[Continued). 

looking  on,  with  a  companion  woman,  in  the  dark 
shadows  to  the  left "  (Lady  Dilke,  "  French  Painters  of 
the  XVIIIth  Century,"  1899,  pp.  98,  99). 

This  and  the  picture  next  described  were  purchased, 
with  a  third  now  in  the  collection  formed  by  the  late  M. 
Rodolphe  Kann,  of  Paris,  about  1890,  from  a  firm  of 
house  agents  and  auctioneers  in  Langham  Place,  London 
(who  were  acting  on  behalf  of  a  client),  by  Mr.  Martin 
Colnaghi,  in  whose  gallery  they  remained  for  some  con- 
siderable time  ;  the  three  ultimately  passed  into  M.  Kann's 
collection  ;  after  a  time  M.  Kann  disposed  of  two  out  of 
the  three,  and  these  were  acquired  by  Messrs.  T.  Agnew 
&  Sons,  who  sold  them  to  Mr.  Pierpont  Morgan. 
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Ladies  Bathing,  with 
Figure  of  Neptune. 

A  composition  of  fourteen  figures  in  and  on  the 
banks  of  a  river  at  the  corner  of  a  garden  and  over- 
shadowed by  trees  ;  ten  are  ladies,  of  whom  three 
are  in  the  pool,  the  others  are  either  preparing  for 
the  bath  or  have  just  emerged;  two  cavaliers  are 
watching  the  operations  and  are  partly  hidden  in  the 
low  scrubwood  to  the  extreme  left,  and  two  others 
have  just  appeared  suddenly  from  behind  the  high 
garden  wall ;  one  of  the  ladies  is  preventing  them 
from  going  farther  towards  the  group,  she  is  in  a 
loosely-fitting  gown  and  is  holding  a  fan  ;  in  front 
of  the  tall  garden  wall,  which  is  crowned  by  a 
sculptured  figure  of  Neptune,  is  a  fountain  with  a 
dolphin  ;  tall  trees  on  both  right  and  left ;  through 
the  opening  is  seen  a  building  with  a  tower. 
Canvas,  23^  x  19. 


See  Notes  to  previous  entry. 


CHARLES  ANDRE  VAN  LOO 


PREMIER  PEINTRE    AU  ROY. 
(1705—1765) 

French  artist  (usually  known  as  Carle  Van  Loo  ") ;  born 
at  Nice  ;  son  of  Louis  Van  Loo,  a  native  of  Amsterdam,  who 
settled  in  Paris,  and  grandson  of  Jakob  Van  Loo,  who  was  also 
an  artist  and  the  son  of  an  artist.  Carle  Van  Loo  was  therefore 
the  fourth  generation  of  this  family  to  follow  art.  He  was 
taught  painting  by  his  brother,  Jean  Baptiste,  with  whom  he 
studied  in  Rome  under  Benedetto  Luti,  and  received  instruc- 
tion in  sculpture  from  Le  Gros ;  in  Paris  he  obtained,  in 
1723,  the  first  prize  for  drawing,  and  in  the  year  following 
the  first  for  painting ;  after  another  visit  to  Rome,  he  re- 
turned to  Paris  and  was  elected  to  the  Academie  in  1735  > 
in  1762  he  became  "Premier  Peintre  au  Roy,"  and  in  the 
year  following  Director  of  the  Academie.  He  died  in  Paris 
in  1765.  With  few  exceptions  his  pictures  in  public  gal- 
leries are  of  historical  subjects. 

Madame  de  Pompadour. 

Jeanne  Antoinette,  daughter  of  Frangois  Poisson,  6cuyer 
(Sieur  du  Lucq,  Officier  de  S.  A.  R.  Monseigneur  le  Due 
d'Orleans,  Regent),  and  his  second  wife,  Louise  Madeleine 
de  la  Motte ;  born  in  Paris  December  29,  1721  ;  married,  at 
St.  Eustache,  Paris,  March  9,  1741,  Charles  Guillaume 
Borromee  le  Normant  d'Etiolles,  by  whom  she  had  two 
children;  attracted  the  notice  of  Louis  XV.  early  in  1745, 
and  in  April  of  that  year  was  installed  at  Versailles  as  the 
King's  mistress,  under  the  title  of  Marquise  de  Pompadour 
(a  title  which  the  King  purchased  from  the  Prince  de  Conti), 
and  held  almost  supreme  sway  over  the  King  until  her  death 
on  April  15,  1764. 

Half-figure,  standing,  in  a  garden,  directed  to  left 
head  slightly  turned  and  looking  at  the  spectator  ; 
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PREMIER  PEINTRE  AU  ROY. 
(1705— 1765) 

Madame  de  Pompadour  {Continued), 

in  low-cut  old-gold  dress  (with  short  sleeves), 
trimmed  at  shoulders  and  elsewhere  with  bows  of 
blue  ribbon  ;  straw  hat  lined  with  dark  velvet,  and 
with  velvet  strings,  which  are  tied  in  a  bow  under 
her  chin  ;  right  hand  upraised  and  holding  a 
flowering  spray  of  plumbago  ;  a  five-row  pearl 
bracelet  on  left  arm,  on  which  is  suspended  a 
garden-basket  of  various  cut  flowers.  Canvas, 
32  X  26. 

Painted  in  1 750. 

Exhibited.  —  Agnew's  Eleventh  Annual  Exhibition, 
November — December,  1905,  No.  4. 

History. — This  portrait  was  either  given  to  or  inherited 
by  Madame  de  Pompadour's  brother,  Abel  Francois 
Poisson,  who  w^as  created  Marquis  de  Vandieres  i^''  Mar- 
quis d' avant-hiery  murmuraient  tout  bas  et  par  derriere  les 
memes  courtisans  qui  briguaient  par  devant  Thonneur  de 
lui  servir  de  domestiques and,  in  1754,  Marquis  de 
Menars  et  de  Marigny.  He  died  in  1 781,  and  his  collec- 
tions, the  greater  portion  of  which  he  had  inherited  from 
his  sister,  were  sold  at  auction  at  his  Paris  residence  by 
F.  Basan  and  F.  Ch.  Joullain  in  1782.  This  portrait 
was  one  of  ten  works  by  Carle  Van  Loo  in  his  sale,  and 
formed  No.  130.  It  is  thus  described:  "  Le  portrait 
d'une  dame,  habillee  en  paysanne,  a  mi-corps,  la  tete 
couverte  d'un  chapeau  de  paille  double  de  bleu ;  elle  porte 
de  son  bras  gauche  un  panier  de  differentes  fleurs,  et  de  sa 
main  droite  une  branche  de  jacinthe  [?  plumbago].    T.  30 
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Madame  de  Pompadour  {Continued), 

pouces  sur  24  de  large."  It  was  purchased  "  par  le 
Marchand  Basan  "  at  144  livres. 

Notes. — Of  all  the  many  portraits  painted  of  Madame  de 
Pompadour  this  one  by  Van  Loo  was  the  famous  courte- 
san's favourite,  "  C'etait  celle  de  ces  images  que  le 
modele  preferait ;  elle  s'etait  plus  a  en  revetir,  dans  ses 
divers  Ermttages^  le  costume  bariole  et  qui  pouvait  passer 
pour  champetre  dans  les  jardins  d'architectures  vertes, 
d'eaux  jaillissantes  et  de  marbres " — M.  A.  P.  Malassis, 
"  Correspondance  de  Mme.  de  Pompadour,"  1878,  pp. 
xviii. — xix.  This  "  Correspondance,"  which  was  first 
printed  under  the  care  of  M.  Malassis,  was  purchased  by 
the  late  Mr.  Alfred  Morrison  in  1877,  and  consists  of 
letters  written  by  Madame  de  Pompadour  to  her  father, 
M.  Poisson,  and  to  her  brother,  the  Marquis  de  Vandieres, 
during  her  travels  in  Italy  1749 — 51  ;  the  Van  Loo 
portrait  is  there  frequently  referred  to,  but  as  he  painted 
another  portrait  of  her,  engraved  under  the  title  of  "  La 
Sultane,"  it  is  not  quite  certain  which  of  these  two  is 
meant.  Writing  to  the  Marquis  de  Vandieres  from 
Rome,  March  i  [1750],  Madame  de  Pompadour  refers  to 
various  portraits  of  her  by  Liotard,  of  a  copy  by  Boucher, 
and  so  forth :  "  Celui  du  Roy  n'est  pas  encore  fini,  car 
j'attends  celui  de  Van  Loo,  qui,  j'espere,  sera  bien  de 
compte  qu'il  ne  tardera  pas  plus  de  quinze  jours."  On 
April  20  she  again  refers  to  the  fact  that  Van  Loo's 
portrait  "  n'est  pas  encore  fait " ;  and  again  we  have  the 
same  complaint  from  Turin  on  June  6.  Writing  from 
Rome  again  on  August  12,  she  says,  "  J'attends  toujours 
le  portrait  de  Van  Loo  :  j'espere  pourtant  qu'il  va  finir." 
From  another  letter  to  her  brother,  quoted  in  the  De 
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Madame  de  Pompadour  {Continued), 

Goncourt's  "  Les  Maitresses  de  Louis  XV."  (pp.  242-3), 
the  cause  of  all  this  delay  was  explained  by  the  fact  that 
Van  Loo  "eu  la  rougeolie  chez  luy."  The  original 
portrait  remained  at  Montpellier  until  two  or  three  years 
before  its  purchase  in  Paris  by  Mr.  Pierpont  Morgan 
("  I'original  est  venu  a  Paris  il  y  a  peu  d'annees." — P.  de 
Nolhac,  UJrt  et  PArtisteSy  March  1906,  p.  191). 

Engravings,  etc. — This  portrait  was  first  engraved  as 
"La  Belle  Jardiniere"  by  Jean  Louis  Anselin  (1754 — 
1823),  a  pupil  of  A.  de  Saint- Aubin,  with  the  inscription  : 
Grave  d'apres  le  tableau  original  qui  dtoit  au  Chateau 
de  Bellevue  [Madame  de  Pompadour's  chateau  between 
Sevres  and  Meudon,  begun  on  June  30,  1748,  and  in- 
augurated on  November  25,  1750],  et  qui  se  trouve 
aujourd'hui  en  la  possession  de  M.  Fontanel,  associe 
honoraire  et  garde  des  dessins  de  I'Academie  de  Mont- 
pellier. A  Paris,  chez  Basan  et  Poignant,  rue  et  Hotel 
Serpente." — Didot's  Les  Graveurs  de  Portraits  en 
France,"  1875 — 77,  Vol.  L,  p.  11.  It  was  also  engraved 
on  a  small  scale  by  J.  C.  Armytage,  in  stipple  and  line, 
5x4,  for  Julia  Kavanagh's  "  Woman  in  France  during 
the  Eighteenth  Century,"  1850,  facing  p.  275.  Repro- 
duced in  photogravure  for  Malassis'  "  Correspondance  de 
Madame  Pompadour,"  1878  ;  and  in  VArtet  les  Artistes^ 
March,  1906  (p.  187),  as  one  of  several  portraits  of  her 
in  illustration  of  an  article  by  Pierre  de  Nolhac  on  "  Les 
Portraits  de  la  Pompadour." 
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ANTONIO  CANALE. 


(1697 — 1768) 

Commonly,  but  incorrectly,  called  Canaletto,  a  name  which 
was  given  at  the  period  to  his  nephew,  Bernardo  Bellotto. 
Born  at  Venice  in  1697,  son  of  Bernardo  Canale,  decorator 
and  scene  painter ;  studied  art  and  architecture  at  Rome, 
and  settled  at  Venice,  where  his  views  of  this  city  obtained 
an  immediate  success,  G.  B.  Tiepolo  sometimes  painting  the 
figures  in  his  pictures;  visited  England  in  1746,  and  re- 
mained there  for  two  years,  painting  chiefly  London  scenes ; 
died  in  Venice  in  1768.  His  work  is  well  represented  in 
the  National  Gallery,  London,  and  pictures  by  him  are  to 
be  found  at  Berlin,  and  in  most  of  the  European  public 
galleries ;  but  the  two  finest  collections  are  at  Windsor 
Castle  and  Woburn  Abbey. 

The  Grand  Canal,  Venice. 

View  of  the  Grand  Canal,  Venice,  from  the  Church 
of  Santa  Maria  della  Salute  (which  is  only  partly 
seen,  on  the  right),  looking  towards  the  Doge's 
Palace,  with  numerous  gondolas,  shipping,  and 
figures.    Canvas,  28  x  44. 

From  the  Adrian  Hope  Collection,  1894,  June  20,  lot  19. 

Illustrations. — Engraved  by  Antonio  Visentini,  10  X 
16 J  in.  (oblong),  for  "  Urbis  Venetiarum  prospectus  cele- 
briores  ex  tabulis  38  Antonii  Canal  in  tres  partes  distri- 
buti,"  Venice,  1742,  and  repeated  in  the  1751  edition  of 
the  same  work :  it  is  Plate  V.  in  the  collection,  and  has 
the  inscription,  "Ex  aede  Salutis,  usque  ad  Caput  Canalis." 
The  engraving  is  copied,  on  a  reduced  scale,  in  Adrien 
Moureau's  "Antonio  Canal,"  Paris,  1894,  p.  19,  where 
it  is  described  as  a  "  Vue  de  Santa  Maria  della  Salute  a 
I'Entree  du  Grand  Canal,"  which  is  more  correct  than  the 
above  title  of  "  The  Grand  Canal  j  "  the  Church  of  Santa 
Maria  della  Salute  forms  the  principal  feature  in  the  picture. 
It  is  also  illustrated  in  the  Adrian  Hope  Sale  Catalogue. 


RAFFAELLO  SANZIO,  or 
RAPHAEL. 


(1483— 1520) 

Born  at  Urbino,  April  6,  1483,  son  of  the  painter  and  poet 
Giovanni  Santi,  or  Sanzio  (who  died  in  1494);  was  probably  first 
instructed  by  Timoteo  Viti,  at  Urbino,  and  entered  the  studio 
of  Pietro  Perugino  at  Perugia  ;  paid  a  short  visit  to  Florence 
in  1504;  his  Perugian  period  includes  the  "Crucifixion'* 
(at  one  time  in  the  Dudley  Collection,  and  now  the  property 
of  Mr.  L.  Mond),  the  picture  described  below,  the  Ansidei 
Madonna,  and  the  " Sposalizio,"  now  at  Milan;  settled  in 
Rome  in  1508,  and  obtained  rooms  in  the  Vatican,  under 
the  patronage  of  the  enlightened  Pope  Julius  II.  (this  favour 
was  continued  under  the  succeeding  Pope,  Leo  X.);  ap- 
pointed architect  of  St.  Peter's  on  the  death,  in  1514,  of  his 
intimate  friend  Bramante,  and  in  the  year  following  director 
of  the  excavations  among  the  ruins  of  ancient  Rome ;  died 
on  Good  Friday,  April  6,  1520;  buried  in  the  Pantheon 
with  great  pomp  and  amid  universal  mourning. 


Virgin  and  Child,  Enthroned, 
with  Saints. 

Whole-length  figure,  less  than  life-size,  of  the 
Y  Virgin,  seated  upon  a  high,  richly  adorned  and 
canopied  throne,  with  the  Child  on  her  lap,  clothed 
in  a  tunic  with  the  scapular  of  St.  Anthony  of 
Padua  embroidered  on  the  shoulder  ;  he  is  blessing 
the  little  St.  John,  who  stands  near  them  on  the 
right  in  the  attitude  of  adoration  ;  on  the  left  of  the 
Virgin  is  St.  Catherine,  on  the  right  St.  Rosalia ; 
below,  at  the  foot  of  the  throne,  are  St.  Peter  on  the 
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[Continued). 

left,  and  St.  Paul  on  the  right;  landscape  back- 
ground. In  the  lunette  above  is  the  First  Person  of 
the  Trinity,  in  the  attitude  of  benediction,  holding 
a  golden  globe  in  His  left  hand  ;  on  either  side 
kneels  an  adoring  angel.  Principal  panel,  66  x  66. 
Lunette,  29  x  66. 

History. — This  celebrated  altar-piece,  which  Raphael 
painted  in  1504-5  for  the  nuns  of  Sant'  Antonio  of  Padua, 
at  Perugia,  is  known,  from  its  subsequent  owners,  as  the 
"Colonna^'  or  ^'Ripalda"  Raphael.  In  1677  the  nuns 
obtained  permission  to  sell  the  picture  to  pay  their  debts ; 
and  on  May  8  of  that  year  they  obtained  2,000  scudi  for 
it ;  the  central  part  and  the  lunette  were  sold  to  Antonio 
Bigazzini,  a  nobleman  of  Perugia  (who  undertook  to  sub- 
stitute a  copy  for  the  original),  and  shortly  afterwards  it 
passed  into  the  possession  of  the  Colonna  family  at  Rome. 
In  1802  it  again  changed  hands,  its  new  owner  being 
Francis  L,  King  of  the  Two  Sicilies ;  the  picture  was 
eventually  inherited  by  Francis  II.,  in  whose  bedroom 
at  the  Royal  Palace  at  Naples  it  hung.  When  the 
Revolution  of  i860  broke  out  and  the  King  was 
driven  from  his  throne,  the  Raphael  accompanied  him  on 
his  wanderings,  and  the  King  succeeded  in  conveying  it 
safely  with  his  treasures  to  the  fortress  of  Gaeta ;  when 
Gaeta  fell,  after  a  siege  of  many  months,  in  1861,  the 
King  went  into  exile  and  took  the  picture  with  him, 
safely  transporting  it  to  Spain.  He  was  accompanied  in 
his  flight  by  his  financier  and  factotum,  Bermudez  de 
Castro,  formerly  Spanish    Minister   at    Naples,  whom 
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Francis  II.  had  created  Duke  of  Ripalda ;  the  King  con- 
fided the  Raphael  to  his  custody,  and  later  authorised  him 
to  sell  it.  In  1867  Mr.  (now  Sir)  Charles  Robinson 
reported  that  he  had  been  shown  the  famous  picture  at 
Madrid,  and  had  received  a  hint  that  it  might  possibly  be 
for  sale.  Sir  William  Boxall,  Director  of  the  National 
Gallery,  went  to  Madrid,  saw  the  picture,  stated  that  it 
was  in  fine  condition,  and  was  anxious  to  obtain  it.  Sir 
William  Gregory,  a  Trustee  of  the  Gallery,  went  to 
Mr.  Disraeli,  who  was  then  in  office,  and  told  him  all 
about  it.  Disraeli  listened,  and  said,  "  Get  it."  Sir 
William  remarked  that  he  was  afraid  it  would  cost  a  very 
large  sum.  "  Get  the  picture,"  was  the  reply.  Ulti- 
mately the  conduct  of  the  negotiations  was  confided  to 
Baron  Rothschild,  who  commissioned  Mr.  Bauer,  his 
agent  at  Madrid,  to  purchase  the  famous  altar-piece.  But 
in  the  meantime  the  King's  financier  had  entered  into 
negotiations  with  the  French,  who  had  learned  that  the 
English  were  disposed  to  buy.  The  Duke  was  acquainted 
with  the  Empress  Eugenie,  who  was  anxious  to  secure 
the  picture  for  the  Louvre.  It  was  sent  to  Paris,  and  the 
sum  of  one  million  francs  was  asked  for  it ;  the  French 
press  insisted  that  it  was  cheap  at  the  money,  and  unani- 
mously recommended  its  purchase.  This  was  in  the 
spring  of  1870.  It  was  exhibited  in  the  Salle  des  Batailles 
de  Le  Brun  in  the  Louvre,  which  it  would  never  have  left 
but  for  the  disastrous  Franco-German  war  which  imme- 
diately followed,  and  completely  upset  all  questions  of 
picture  buying.  At  the  unification  of  Italy,  the  ex-King 
of  Naples  gave  up  all  hope  of  recovering  his  lost  throne  ; 
he  retired  into  private  life,  assumed  the  title  of  Duke  of 
Castro,  and  so  arranged  his  household  and  expenses  that 
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he  was  no  longer  under  the  necessity  of  selling  his 
favourite  picture,  of  which,  in  fact,  he  retained  possession 
until  his  death  on  Dec.  27,  1894.  He  lent  it  to  the 
South  Kensington  Museum,  where  it  was  long  exhibited 
in  the  Raphael  Room.  After  the  King's  death  his  heirs 
decided  to  dispose  of  the  picture. 

The  National  Gallery  authorities  were  no  longer  keen 
on  its  purchase,  for  they  had  secured  in  1884  the  famous 
Ansidei  Madonna  from  the  Duke  of  Marlborough  at 
j^70,ooo.  Both  this  and  the  Colonna  Madonna  were 
painted  at  about  the  same  time,  1504-6,  but  the  former 
is  considerably  smaller  in  size,  and  is  a  composition  of 
four  figures  only,  whilst  the  Colonna  Madonna  contains 
seven  figures,  exclusive  of  the  lunette.  On  July  27, 
1896,  The  Times  announced  that  the  picture  had  been 
purchased  from  the  representatives  of  the  late  King  of 
Naples  by  Mr.  Martin  Colnaghi,  of  the  Marlborough 
Gallery,  Pall  Mall ;  adding,  "  For  some  years  past  the 
picture,  obscure  and  spoilt  by  bad  '  restoration,'  has  been 
hanging  in  the  South  Kensington  Museum  j  but  few  of 
those  who  saw  it  there,  even  of  the  experts  and  good 
judges,  had  the  least  idea  what  a  beautiful  and  perfect 
picture  lay  hidden  under  the  coats  of  disfiguring  new  paint 
with  which  an  impious  Parisian  hand  had  recently  covered 
it.  By  a  very  simple  and  harmless  process  this  new  paint 
has  now  been  happily  removed,  and  the  picture  stands  out 
in  its  original  condition,  even  the  old  varnish  being  there. 
The  only  injury  is  one  thin  horizontal  crack  across  the 
middle  of  the  picture,  and  it  was  to  remove  the  traces  of 
this  that  the  French  restorer  ....  daubed  the  faces  and 
the  sky  with  his  pigments."  From  Mr.  Martin  Colnaghi 
it  passed  into  the  possession  of  M.  Charles  Sedelmeyer, 
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from  whom  Mr.  Pierpont  Morgan  purchased  it  in  Decem- 
ber, 1 90 1. 

References. — This  altar-piece  was  first  described  by 
Vasari  in  his  "  Vite  de'  piii  eccellenti  pittori,"  &c., 
Florence,  1550;  the  following  passage  is  taken  from 
Bohn's  edition  of  Vasari  (vol.  iii.,  p.  9)  :  "  In  the  same 
city  [Perugia]  Raphael  was  commissioned  to  paint  a 
picture  of  Our  Lady  by  the  nuns  of  Sant'  Antonio  of 
Padua ;  the  Infant  Christ  is  in  the  lap  of  the  Virgin  and 
is  fully  clothed,  as  it  pleased  those  simple  and  pious  ladies 
that  he  should  be :  on  each  side  of  Our  Lady  are  figures 
of  saints — San  Pietro,  namely,  with  San  Paolo,  Santa 
Cecilia  and  Santa  Catarina.  To  these  two  holy  virgins 
the  master  has  given  the  most  lovely  features  and  the 
most  graceful  attitudes  ;  he  has  also  adorned  them  with 
the  most  fanciful  and  varied  head-dresses  that  could  be 
imagined — a  very  unusual  thing  at  that  time.  In  a  lunette 
above  this  picture  he  painted  a  figure  of  the  Almighty 
Father,  which  is  extremely  fine,  and  on  the  predella  are 
three  scenes  from  the  history  of  Christ,  in  very  small 
figures.  The  first  of  these  represents  the  Saviour  praying 
in  the  garden ;  in  the  second  he  is  seen  bearing  the  cross, 
and  here  the  movements  and  attitudes  of  certain  soldiers 
who  are  dragging  him  along  are  singularly  beautiful ;  the 
third  shows  him  lying  dead  in  the  lap  of  the  Madonna. 
The  whole  work  is  without  doubt  very  admirable  :  it  is 
full  of  devout  feeling,  and  is  held  in  the  utmost  veneration 
by  the  nuns  for  whom  it  was  painted.  It  is  very  highly 
commended  by  all  painters  likewise.*'  Every  writer  of 
note  on  Raphael  since  the  time  of  Vasari  has  described 
this  splendid  picture.  Among  other  works,  the  following 
may  be  consulted  : — J.  D.  Passavant,  "  Rafael  von  Urbino 
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und  sein  Vater  Giovanni  Santi,"  1839,  ^^1*  ^"i  P*  ^7  > 
p.  39 ;  Seroux  d'Agincourt,  "  Histoire  de  I'Art  par  les  Monu- 
ments," 1823,  p.  172;  Nagler,  "  Allgemeines  Kunstler- 
Lexicon,"  1845,  vol.  xiv.,  pp.  301-2  ;  J.  A.  Crowe,  and 
G.  B.  Cavalcaselle,  "  Raphael :  His  Life  and  Works," 
1882,  vol.  i.,  pp.  218-221  ;  Gazette  des  Beaux-Arts^  second 
series,  vol.  xvi.  Long  articles  on  the  subject  appeared  in 
Le  TempSy  March  19,  1870,  by  M.  Charles  Blanc;  in  the 
Journal  des  Debats^  February,  1870,  by  M.  J.  Lemoinne  j 
in  the  Revue  des  Deux  Mondes^  March  i,  1870,  by  M.  L. 
Vitet ;  in  The  Daily  News^  &c.,  all  of  w^hich,  with 
extracts  from  numerous  other  authorities,  were  reprinted 
in  a  quarto  pamphlet  published,  under  the  title  of  "The 
Madonna  of  Saint  Anthony  of  Padua,"  by  M.  Charles 
Sedelmeyer,  of  Paris,  in  1897. 

Illustrations. — These  are  numerous,  but  chiefly  of 
comparatively  modern  date.  A  reproduction  forms 
Plate  CLXXXIL  in  Seroux  d^Agincourt's  "  Histoire  de 
TArt  par  les  Monuments,"  1823;  the  Royal  Calcografia 
at  Rome  published,  in  July,  1873,  ^  ^'"^  engraving, 
25J  X  20J,  of  the  principal  panel  by  T.  A.  Juvara, 
executed  whilst  the  picture  was  at  the  Royal  Palace  at 
Naples,  under  the  title  of  '*  La  Madonna  della  Regia  di 
Napoli  di  RaflTaello  "  (it  is  presumably  from  this  that  the 
full-page  reproduction  in  Eugene  Muntz's  "Raphael," 
English  edition,  1896,  p.  87,  is  derived);  a  folio  litho- 
graph was  published  by  Deluise  and  Ludwig  Ritter  ;  a 
photographic  reproduction  forms  the  frontispiece  to  M. 
Sedelmeyer's  pamphlet  above  named,  and  also  appears  in 
"  The  Three  Hundred  Paintings  by  Old  Masters  in  the 
Sedelmeyer  Gallery,"  1896;  Les  Arts^  Feb.  1902,  p.  40  ; 
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a  reproduction  based  on  a  photograph  by  Mr.  Augustin 
Rischgitz"  appeared  in  The  Connoisseur^  vol.  ii.  p.  139 
(1902). 

Exhibited. — In  addition  to  the  various  public  exhibitions 
above  referred  to  in  which  it  has  figured,  it  v^^as  lent  to 
the  Old  Masters  of  1902,  No.  85,  and  since  then  it  has 
been  on  loan  at  the  National  Gallery. 

General  Notes. — There  is  a  study  in  pen-and-ink  by 
Raphael  for  the  figure  of  the  Eternal  Father  in  the  Wicar 
Museum  at  Lille,  and  so  far  this  study  would  seem  to  be 
the  only  one  which  exists.  It  is  thus  described  in  the 
Catalogue  (edition  1889)  under  No.  465  (formerly  697) : 
"  Etude  a  mi-corps  d'apres  nature,  pour  representer  le 
Pere  ^Iternel  benissant ;  il  est  entoure  des  cherubins," 
"a  la  plume,  sur  papier  legerement  teinte.  Graticule, 
Haut.  0,114,  Larg.  0,104."  This  drawing  appears  to 
have  been  at  one  time  in  the  Fedi  Collection,  and  was 
bequeathed,  with  his  collection  of  drawings,  etc.,  to  the 
city  of  Lille  by  the  artist  Jean  Baptiste  Wicar  (1762 — 
1834).  M.  Louis  Gonse,  in  the  Gazette  des  Beaux-Arts 
of  January,  1878,  in  a  long  article  on  the  Raphael  draw- 
ings in  the  Wicar  Museum,  called  special  attention  to 
this  sketch,  and  thus  described  it :  "  Esquisse  de  tympan 
aujourd'hui  au  Musee  de  Naples,  du  tableau  d'autel 
execute  par  Raphael  pour  le  couvent  de  Saint-Antoine  de 
Padoue,  a  Perouse,  et  non  pas  du  Pere  £ternel  benissant, 
de  la  fresque  de  la  Magliana,  ainsi  que  le  lasse  entendre  le 
catalogue"  (p.  52).  As  regards  the  remaining  portion  of 
the  picture  as  it  originally  stood,  the  five  panels  of  the 
predella  were  sold  by  the  nuns,  in  1663,  to  Queen 
Christina  of  Sweden  for  601  scudi,  and  came  into  the 
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possession  of  the  Duke  of  Orleans.  At  the  dispersal  of 
this  collection  in  London  in  1798  they  were  all  sold. 
The  original  arrangement  of  the  entire  composition  is 
indicated  in  the  following  diagram  : — 

B  and  A  are  the  portions  now  in 
Mr.    Morgan's    collection.     C,  "St. 
Francis  of  Assisi,"       X  6  in.,  and  G, 
"  St.  Anthony  of  Padua,"  same  size, 
are  now  in  the  Dulwich  College  Gal- 
lery.   E,  "  Christ  bearing  the  Cross," 
10  X  34  in.,  was  bought,  in  1798,  by 
George  Hibbert  for  150  gs.,  and  after 
changing  hands  several  times  was  sold, 
in  1884,  for  560  gs.  at  the  Leigh  Court 
sale  of  Sir  P.  Miles,  and  now  belongs 
to  Lord  Windsor.     D,  "The  Agony  in  the  Garden," 
9J  X  II  in.,  was  bought  at  the  Samuel  Rogers  sale,  in 
1856,  for   450  gs.,  for   Lady  Burdett-Coutts — all  the 
foregoing  were  exhibited,  with  Mr.  Morgan's  picture,  at 
the  Old    Masters  in   1902 — and  F,  the  "  Pieta,  with 
Saints,"  is,  or  was,  at   Barron   Hall,  Derbyshire,  the 
property  of  Mr.  Whyte. 
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FRANCISCO  JOSE  DE 
GOYA  Y  LUCIENTES. 

PINTOR   DEL  REY. 
(1746— 1828) 

Born  at  Fuente  Todos,  in  Aragon,  March  30,  1746,  of 
humble  parentage  ;  admitted  to  the  studio  of  Jose  Luxan 
Martinez  ;  visited  Italy,  and  formed  in  Rome  a  friendship 
with  the  French  artist  Louis  David  ;  returned  to  Spain  in 
1774,  and  enjoyed  popularity  as  an  artist,  painting  a  large 
number  and  variety  of  pictures,  from  portraits  to  church 
pictures  in  oils  and  fresco.  The  finest  collection  of  his 
works  is  to  be  found  at  the  Madrid  Gallery ;  a  remarkable 
series  was  exhibited  at  the  Guildhall,  London,  in  1901  ; 
the  British  Museum  contains  a  very  noteworthy  series  of 
his  etchings  and  mezzotints.  He  died  at  Bordeaux  on 
April  28,  1828. 


The  Duque  de  Osuna. 


Don  Pedro  de  Alcantara  Maria  Cayetano  Ciriaco  Rafael 
Lorenzo  Domingo  Vincente  Tellez  Giron  y  Pacheco,  13th  . 
Conde  de  Ureno,  9th  Duque  de  Osuna,  and  "  por  su  matri- 
monio  "  Conde-Duque  de  Benavente,  Duque  de  Bejar,  etc. ; 
born  at  the  Osuna  Palace,  Calle  de  Leganitos,  Madrid,  on 
August  8,  1755  ;  entered  the  army  and  served  in  America 
and  other  places,  the  recipient  of  many  distinctions,  academi- 
cal and  otherwise;  married,  Dec.  29,  1771,  Dona  Maria 
Josefa  Condesa-Duquesa  de  Benavente ;  died  at  Madrid 
Jan.  7,  1807. 

Half-figure,  standing,  directed  and  looking  to  right ; 
brownish  coat  with  white  squares,  old-gold  vest, 
dark  trousers,  white  ruffles  ;  thin  grey  hair ;  left 
hand  leaning  on  staff,  right  hand  holding  an  open 
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letter,  on  which  is  inscribed  :  "  El  Duque  de  Osuna, 


Painted  in  1785. 

Exhibited. — Guildhall,  London,  1901,  No.  54  (M. 
Gaston  Linden). 

References. — D.  Narciso  Sentenach  y  Cabanas,  Cata- 
logo  de  los  Cuadros,  Esculturas,  Grabados,  ....  de  la 
Coleccion  de  la  antiqua  casa  Ducal  de  Osuna,"  1896, 
No.  63  ("  Retrato  del  noveno  Duque  de  Osuna ;  viste 
casaca  gris  con  Chupa  blanca ;  en  la  mano  derecha  lleva 
una  casta  con  el  nombre  y  firma  del  autor,  apoyando  la 
izquierda  en  un  baston.  Figura  de  medio  cuerpo  ;  fondo 
obscura.  Lienzo,  alto,  i,  15  ;  ancho,  o,  81.")  No.  64 
is  the  companion  portrait  of  the  Duquesa  de  Benevente  y 
Osuna  elegantemente  vestida  de  azul  obscuro."  No.  292 
(p.  201)  in  "  Francisco  de  Goya,"  von  Valerian  von  Loga, 
Berhn,  1903  (Bez.  El  Duque  de  Osuna  por  Goya.  Ge- 
malt,  1785.  Photographie  Laurent.  Abgebildet  Lafond 
und  Tafel  13.  Leinvi^and  1. 10.82.  London,  Kunst- 
handel,  friiher  Mr.  Dannant  in  Paris.    Auktion  Osuna, 


1896,  No.  63").  See  also  Charles  Yriarte,  ''Goya," 
1867,  p.  139. 


PINTOR  DEL  REV. 


(1746— 1828) 


The 


por  Goya."    Canvas,  44  x  33. 


Note. — The  Osuna  collection  comprised  30  examples  of 
Goya's  work,  among  them  two  whole-lengths  figura  de 
cuerpo  entero")  of  the  lOth  Duque  de  Osuna.  The 
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The  Duque  de  Osuna  {Conmuea). 

Museo  Nacional  at  Madrid  contains  the  family  group  of 
the  9th  Duque,  his  wife  and  children — "al  que  lo  han 
regalado  muchos  de  sus  descendientes  actuales  " — which 
Goya  painted  in  1788,  and  for  which  he  received 
3,000  pesetas,  or  about  ;fi20.  The  causes  which 
led  to  the  dispersal  of  the  Osuna  art  treasures,  and 
the  collection  generally,  are  dealt  with  in  an  article  by 
Senor  Juan  F.  Riano,  published  in  The  Athenaum  of 
Msy  9,  1896. 
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DIEGO  DE  SILVA  Y 
VELAZQUEZ. 

(1599— 1660) 

Son  of  Juan  Rodriguez  de  Silva  and  Geronima  Velazquez  ; 
born  at  Seville,  and  baptized  there  on  June  6,  1599  ;  of 
gentle  birth  on  both  his  father's  and  his  mother's  side.  At 
the  age  of  thirteen  he  became  a  pupil  of  Francisco  Herrera 
the  elder,  at  Seville,  whom  he  left,  and  afterwards  studied 
under  Francisco  Pacheco,  whose  daughter  Juana  he  married 
in  1618;  visited  Madrid  in  1622,  where  he  was  invited  to 
settle  by  the  Count-Duke  of  Olivares,  and  by  him  presented 
to  Philip  IV.,  who  appointed  him  Court  painter  in  1623; 
visited  by  Rubens  in  1628  ;  went  to  Italy  in  1629,  where  he 
remained  about  a  year;  revisited  Italy  in  1648,  when  he 
painted  the  famous  portrait  of  Pope  Innocent  X. ;  in  1641 
Velazquez  received  Murillo  as  a  pupil ;  appointed  Grand 
Marshal  of  the  Palace  in  1651,  and  awarded  the  Cross  of 
Santiago  in  1659;  died  at  Madrid  on  Aug.  7,  1660. 

The  Infanta  Maria  Theresa. 

Daughter  of  Philip  IV.  and  Isabel  de  Bourbon  ;  born  in 
Madrid  Sept.  20,  1638;  married  to  Louis  XIV.  of  France, 
in  the  church  of  St.  Jean  de  Luz,  with  extraordinary  splen- 
dour, on  June  9,  1660 ;  the  King  saw  her  incognito  on  the 
Isle  of  Pheasants  in  the  river  Bidassoa,  the  boundary  of  France 
and  Spain,  and  is  said  to  have  been  "appalled  at  her  costume," 
he  nevertheless  thought  that  she  "  possessed  much  beauty, 
and  that  he  would  find  it  easy  to  love  her."  She  died  on 
July  30,  1683, — "  Bossuet  prononca  Toraison  funebre  de 
cette  princesse  douce  et  pieuse,  qui  resta  etrangere  aux  affaires 
politiques." 

Whole-length  life-size  figure  of  a  child  in  black  hoop 


DIEGO  DE  SILVA  Y  VELAZQUEZ. 

(1599 — 1660) 


The  Infanta  Maria  Theresa  {Continued). 

dress,  with  black  and  white  chequer  pattern  insertion 
at  bottom  and  on  bodice,  and  scarlet  bow  ;  directed 
to  left,  looking  at  spectator ;  pearl  necklace  with  red 
cross,  a  large  pearl  suspended  from  a  ribbon  which 
is  fastened  at  breast  ;  brown  hair  elaborately  crimped 
or  plaited,  falling  over  the  ears,  red  net  or  cap  at 
back  of  head  ;  to  left  a  brown  wood  chair  with  red 
plush  or  velvet  back  and  seat,  on  which  is  a  King 
Charles  spaniel  held  down  by  the  child's  right  hand, 
her  left  hand  holds  a  cord  which  is  tied  to  its  collar ; 
grey  background  with  a  heavy  red  curtain  on  the 
right.    Canvas,  58  x  39!-. 

Collections. — Due  de  Morny,  1867,  May  31,  lot  127; 
Lyne  Stephens,  1895,  May  11,  lot  21. 

Illustrations. — Engraved  on  wood,  reversed,  in  the 
Gazette  des  Beaux-ArtSy  May,  1863  \  photographic  repro- 
duction in  the  Lyne  Stephens  Sale  Catalogue ;  A.  Braun, 
photo. 

Exhibited. — Alsace-Lorraine  Exhibition,  at  the  Palais 
Bourbon,  1874;  Old  Masters,  1896,  No.  117  (Mr.  Pier- 
pont  Morgan)  ;  and  Guildhall,  1901,  No.  131  (the  same). 

References. — C.  B.  Curtis,  "  Velazquez  and  Murillo," 
1883,  No.  268,  pp.  104,  105  ;  and  C.  Justi, "  Velazquez," 
1889,  p.  404.  A  picture  similarly  described  was  sold  in 
the  Bonnemaison  Sale,  1827,  No.  44,  for  1,500  francs, 
and  was  called  "  Maria  Theresa  of  Austria." 

Notes. — Although  this  picture  has  always  been  known, 
until  quite  recently,  as  a  "  Portrait  of  a  Young  Lady  called 
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DIEGO  DE  SILVA  Y  VELAZQUEZ. 

(1599 — 1660) 


The  Infanta  Maria  Theresa  {Continued). 

an  Infanta,"  ther^  can  be  no  question  of  its  representing 
the  Infanta  Maria  Theresa,  The  face  is  strikingly  similar 
to  the  Velazquez  portrait  of  her  in  the  Prado  Museum  at 
Madrid,  but  the  dresses  are  quite  different,  and  the  hair  is 
also  differently  dressed.  Another  portrait  of  her,  painted 
perhaps  a  little  later,  and  showing  her  to  the  waist  only,  was 
in  the  Clifden  Sale  at  Christie's,  May  6,  1893  (lot  34). 
There  are  also  portraits  of  her  in  the  Louvre  and  at  South 
Kensington  Museum,  and  others  in  various  private  collec- 
tions, all,  or  nearly  all,  of  which  are  described  by  Curtis. 
Portraits  of  her  also  are  numerous  at  Versailles.  One  of 
her  biographers  says  :  "  Elle  n'avait  ni  la  taille  ni  le  port 
d'une  reine,"  and  her  marriage  brought  into  fashion  "des. 
chaussures  hautes  "  and  "  des  coiffures  etagees." 


SPANISH  SCHOOL. 

ARTIST  UNKNOWN. 


Portrait  of  a  Child. 

Whole-length  portrait  of  a  child  about  two  or  three 
years  of  age,  standing,  directed  to  front  and  looking 
at  the  spectator,  full-face ;  in  long  brown-and-gold 
pattern  dress  with  pleated  or  accordian  front,  and 
square  lace  collar  ;  head-dress  of  white  muslin, 
which  is  arranged  over  both  ears,  a  long  red  coral 
necklace  passing  over  left  shoulder  to  right-hand  side 
of  waist ;  left  hand  holding  two-handled  Spanish 
water-bottle,  in  which  she  is  apparently  about  to 
place  a  branch  of  a  dark-red  single  rose  and  another 
flower  held  in  right  hand  ;  the  index  finger  of  the 
left  hand  and  the  fourth  finger  of  right  is  each 
adorned  with  a  conspicuous  ring ;  the  background 
is  formed  of  a  stone  balustrade  and  a  dark-green 
curtain.    Canvas,  34!-  x  26. 

The  date  of  1546  (or  1646)  is  indistinctly  seen  at 
the  lower  right-hand  side  of  the  portrait. 
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I  I 


GEORGE  A.  BAKER. 


(1821— 1880) 

Born  in  New  York,  in  1821 ;  received  his  first  art  instruction 
from  his  father,  an  artist  of  ability  ;  his  earlier  work  was 
painting  miniatures  on  ivory,  and  later  on  he  devoted  himself 
to  portraits  in  oils  of  ladies  and  children,  in  which  he  greatly 
excelled,  and  scarcely  had  any  rivals  in  popularity ;  visited 
Europe  in  1844  5  elected  a  member  of  the  National  Academy 
in  1851  ;  died  in  New  York,  April  2,  i88o.  His  portraits 
are  to  be  found  in  nearly  every  private  gallery  in  the  United 
States. 


Portrait  of  a  Young  Lady. 

Head  and  shoulders  of  a  young  lady,  directed  and 
looking  to  front,  in  slate-coloured  dress  with  white 
fichu,  red  rose  at  bosom,  powdered  hair  bound  with 
greyish  ribbon  ;  in  an  oval.    Canvas,  22^  x  21. 

Signed  and  dated  :  Bakery  New  Torky  iSy^, 
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GEORGE  VICAT  COLE,  R.A 

(1833— 1893) 


Son  of  George  Cole,  a  self-taught  Plymouth  artist ;  born  at 
Portsmouth  April  17,  1833;  studied  under  his  father,  and 
accompanied  him  in  his  tours  by  the  Teign,  the  Dart,  and 
the  Moselle ;  exhibited  a  picture  of  Ranmore  Common  at 
the  British  Institution  in  1852,  and  two  works  at  the  Royal 
Academy  exhibition  of  1853;  elected  a  member  of  the  Royal 
British  Society  of  Artists  in  1859;  A.R.A.  1870,  and  R.A. 
1880 ;  died  at  Campden  Hill  House,  London,  April  6, 1893. 


Westminster. 

View  of  the  Thames  at  Westminster,  with  the 
Houses  of  Parliament  and  a  portion  of  the  Bridge  ; 
the  river  with  numerous  boats,  steam  tugs  and 
barges   loaded   with   hay,    timber,   etc.  Canvas, 

83i  X  sol 

Exhibited. — Royal  Academy,  1892,  No.  306. 

Reproduced  in  Robert  Chignell's  "  Life  and  Paintings  of 
Vicat  Cole,  R.A.,"  vol.  iii.,  facing  p.  120 ;  and  etched  by 
Brunet-Debaines,  29 J  X  lyf,  1894,  under  the  title  of 
"  Westminster," 

Notes. — ^This  is  the  last  picture  exhibited  by  Vicat  Cole 
at  the  Royal  Academy.  "If  he  could  have  brought  the 
Abbey  forward,  and  thrust  back  the  houses  of  Parliament, 
he  would  have  been  quite  happy  in  his  subject.  In  his 
eyes  the  details  of  the  one  were  as  impressive  as  those  of 
the  other  were  uninteresting.  How  was  a  painter  to  bring 
into  a  picture  a  mass  of  buildings,  the  details  of  which 
are  impressed  with  the  blank  sameness  of  stencil-work  ? 
A  master  of  atmospheric  effects  is  never  at  a  loss  for 
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GEORGE   VICAT  COLE,  R.A. 

(1833— 1893) 

Westminster  {Continued), 

expedients.  By  throwing  over  the  buildings  the  veil  of 
evening's  golden  light  the  artist  has  dimmed  all  that  is 
trivial  and  finical,  whilst  preserving  the  fine  proportions  of 
the  mass." — Robert  Chignell :  "  The  Life  and  Paintings 
of  Vicat  Cole,  R.A.,"  London,  n.d.,  vol.  iii.,  p.  120. 

In  announcing  his  death,  at  the  Royal  Academy  in 
May,  the  President  said  :  "  English  landscape-painting 
has  lost  in  Vicat  Cole  one  of  its  most  conspicuous  names. 
Typically  English  were  the  scenes  on  which  he  loved  to 
dwell  ....  most  of  all  our  English  Thames  had  won 
his  heart  and  occupied  his  hands.  He  had  followed  its 
stream  with  faithful  brush  throughout  its  length,  from 
where  its  first  sweet  gurgle  is  heard  within  the  grass,  to 
where,  far  away,  salt  and  sullied,  it  rocks  on  turbid  tide  the 
carriers  of  the  commerce  of  the  world.'* 


THOMAS  SIDNEY  COOPER, 


Born  at  Canterbury,  Sept.  26,  1803;  began  to  sketch  at  a 
very  early  age,  studied  at  the  British  Museum  in  1823, 
entered  the  Royal  Academy  Schools  in  1824  ;  travelled  and 
lived  on  the  Continent  from  1827-30  ;  elected  A.R.A.  1845, 
and  R.A.  1867  j  he  exhibited  at  the  Royal  Academy  and 
elsewhere  in  London  from  1833  to  the  year  of  his  death, 
virhich  occurred  Feb.  7,  1902.  His  interesting  autobiography 
— under  the  title  of  "  My  Life,*'  first  issued  in  1890 — passed 
through  more  than  one  edition. 


A  mountainous  scene,  with  brown-and-white  cow 
standing  on  an  eminence  and  looking  to  left,  a 
number  of  white  sheep  and  rams  lying  near,  brown 
and  white  goats  to  right,  brown  sheep  to  left  ;  bare 
hills  and  ravine  in  the  middle  distance.  Canvas, 

38  X  S3- 

Painted  in  1855. 


R.A. 

(1803 — 1902) 


Landscape  and 


Exhibited. — Guildhall,  London,  1900,  No.  39  (Mr. 
Pierpont  Morgan). 


WILLIAM  POWELL  FRITH, 

R.A.      (Living  in  1907.) 

Born  at  Aldfield,  Yorkshire,  Jan.  9,  18 19,  and  at  the  age  of 
sixteen  became  a  student  at  Sass's  famous  studio  in  Charlotte 
Street,  Bloomsbury,  and  afterwards  at  the  Royal  Academy 
Schools  J  first  exhibited  at  the  British  Institution  in  1838, 
and  at  the  Royal  Academy  in  1840,  at  which  he  was 
continuously  represented  until  1902.  Some  of  his  pictures 
have  enjoyed  great  popularity,  e.g.^  "  Coming  of  Age," 
"  Ramsgate  Sands,"  "  Derby  Day  "  (now  in  the  National 
Gallery),  "  The  Railway  Station  "  (now  at  HoUoway 
College),  "  Marriage  of  the  Prince  of  Wales,"  "  Private 
View,"  "Road  to  Ruin "  j  elected  A.  R.A.  at  the  early 
age  of  twenty-seven,  and  R.A.  in  1852  (retired  in  1890). 
Published  his  "Autobiography"  in  1887-8. 

Pope  making  Love  to  Lady 
Mary  Wortley  Montagu. 

A  sketch  in  oils  of  two  figures  in  a  landscape  and 
underneath  trees  ;  Lady  Mary  Wortley  Montagu  is 
seated,  and  wears  a  low  pink  dress,  narrow  band  of 
blue  ribbon  round  her  neck,  large  garden  hat,  right 
hand  resting  on  her  lap,  the  left  is  holding  her  hand- 
kerchief to  hide  the  cynical  smile  excited  by  the 
satirist's  offer  ;  Pope,  in  dark  dress,  white  stock  and 
full  wig,  kneels  with  his  hands  clasped  in  an  im- 
ploring attitude.    Canvas,  ()\  x  8^. 

Collection. — "The  Property  of  a  Nobleman"  [Lord 
Dundonald],  Christie's,  1877,  March  17,  lot  80. 

Note. — The  venerable  artist,  on  referring  to  his  Diary, 
finds  that  he  began  this  sketch  for  the  picture  in  1851. 
The  whole  story  of  the  finished  picture  is  told  at  length 
in  Mr.  W.  P.  Frith's  "Autobiography  and  Reminiscences" 
(i  vol.  edition),  pp.  147-150,  and  281. 


JOHN  FREDERICK 

HERRING,  Sen. 

(1795— 1865) 

Of  Dutch  extraction,  but  born  in  Surrey  in  1795  ;  employed 
at  Doncaster  as  a  coach-painter,  afterwards  a  stage-coachman, 
and  for  four  years  drove  the  "  York  and  London  High-Flyer," 
devoting  his  leisure  to  painting  ;  obtained  some  art  instruction 
from  Abraham  Cooper ;  for  33  successive  years  he  painted 
the  St.  Leger  winners;  exhibited  between  181 8  and  the 
time  of  his  death  three  pictures  at  the  Royal  Academy,  ten 
at  the  British  Institution,  and  53  at  the  Society  of  British 
Artists,  of  which  he  was  elected  a  member  in  1841  ;  animal 
painter  to  H.R.H.  the  Duchess  of  Kent;  died  at  Tonbridge, 
Kent,  Sept.  23,  1865. 

After  the  Day's  Work. 

An  extensive  landscape,  with  three  large  grey  cart- 
horses standing  in  the  foreground,  still  harnessed, 
the  waggoner  sitting  down  close  to  them,  left  arm 
resting  on  upturned  tub,  over  which  his  coat  is 
thrown,  holding  a  clay  pipe,  red  wool  cap  on  his 
head,  a  whip,  black  terrier,  and  brown  spaniel  close 
to  him.    Canvas,  36  x  27I-. 

Signed  and  dated  on  right:  /.  F,  Herrings  Sen.y 

1845. 


GEORGE  ELGAR  HICKS, 

R.B.A. 

(Living  in  1906). 

Born  in  1824;  studied  medicine  in  the  University  of  London^ 
but  entered  the  Bloomsbury  School  of  Art  in  1843, 
Royal  Academy  Schools  in  1 844  ;  his  first  important  picture, 
"  Lark  at  Heaven's  Gate,"  w^as  exhibited  at  the  Royal 
Academy,  1855,  but  his  most  popular  picture  was  "Dividend 
Day  at  the  Bank,"  exhibited  at  the  Royal  Academy,  1859, 
and  this  w^as  followed  by  many  other  domestic  pictures,  some 
of  which  also  achieved  considerable  popularity;  from  1847 
to  1903  he  exhibited  117  pictures  at  the  Royal  Academy,  12 
at  the  British  Institution,  22  at  the  Suffolk  Street  Galleries,, 
five  at  the  Grosvenor  Gallery,  and  eight  elsewhere  ;  living 
in  March,  1906. 

The  Fisherman's  Wife. 

Nearly  whoie-length  figure,  in  the  bedroom  of  a 
fisherman's  cottage,  seated,  directed  to  front,  head 
turned  and  looking  to  left,  dark  dressing-gown  over 
right  shoulder,  nursing  a  child  which  is  asleep  in 
her  arms,  and  partly  covered  by  the  dressing-gown  ; 
to  the  right  is  a  window,  through  which  the  waves 
of  the  sea  are  seen.    Canvas,  44  x  34. 

Signed  and  dated  in  the  lower  left-hand  corner  t 
G,  E.  Hicks,  1877. 

Exhibited. — Royal  Academy,  1877,  No.  68. 

Note. — This  picture  was  purchased  from  Mr.  Hicks,, 
with  the  copyright,  at  the  time  of  its  exhibition,  by  the 
late  Mr.  J.  S.  Morgan.  "The  subject  represents  the 
anxiety  of  the  wife  during  the  absence  of  her  husband  in 
the  storm  which  is  seen  through  the  window"  (Letter 
from  the  Artist,  March  10,  1906). 
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THOMAS  HEWES 

HINCKLEY. 

(1813— 1896) 

Born  at  Milton,  Mass.,  in  1813  ;  apprenticed  to  a  trade  in 
Philadelphia,  but  attended  during  one  winter  an  evening  art 
school,  where  he  received  instruction  from  Mason  ;  removed 
to  Boston  when  18  years  of  age,  and  associated  himself  with 
a  sign  and  fancy  painter  to  learn  the  use  of  colours ;  in  1845 
he  established  a  studio  at  Milton;  in  1851  he  visited  Europe, 
and  seven  years  later  "  he  painted  for  a  gentleman  of  Sheffield 
two  pictures  of  dogs  and  game,"  which  were  exhibited  at  the 
Royal  Academy  of  the  same  year  (No.  269,  "Setters  at  Rest — 
American  Game  Birds,"  and  No.  450,  "  So-ho,  Setters  at  a 
point,  American  Quails"),  the  only  two  pictures  which  he 
exhibited  in  England  ;  his  work  is  represented  in  nearly  all 
the  principal  art  galleries  of  the  United  States.  Died  in  1896. 

The  Sportsman's  Return. 

An  early  autumnal  landscape,  with  two  dogs,  one  of 
which  is  lying  down,  while  the  other  is  looking 
earnestly  to  front ;  on  the  ground  on  bank  to  right 
are  dead  pheasants,  snipe,  and  the  sportsman's  wallet 
and  gun.    Canvas,  35^  x  48. 


THOMAS  HEWES 

HINCKLEY. 

(1813— 1896) 


Cattle  Piece. 

An  extensive  landscape,  with  a  bull,  three  cows,  and 
five  sheep  in  the  foreground,  a  tall  beech  and  other 
trees,  and  cottage  (of  which  only  the  roof  and 
chimney  are  seen)  to  left ;  four  other  cows  in  the 
middle  distance  to  right,  and  close  to  a  clump  of 
trees  ;  in  the  distance,  to  right,  is  seen  a  series  of 
slightly  undulating  hills.    Canvas,  2 5^  x  52. 
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JOHN  CALLCOTT 

HORSLEY,  R.A. 

(i  817—1903) 

Born  in  London  on  Jan.  29,  1817;  entered  the  Royal 
Academy  Schools  in  1831,  and  obtained  a  prize  there; 
exhibited  at  the  Royal  Academy  for  the  first  time  in  1837, 
and  almost  continuously  thenceforward  up  to  the  time  of 
his  death;  from  1843  to  1848  he  was  chiefly  engaged  in 
painting  frescoes  for  the  Houses  of  Parliament ;  elected 
A. R.A.  in  1855,  R.A.  in  1864,  and  treasurer  of  that  insti- 
tution in  1882;  was  for  more  than  twenty  years  the  chief 
organiser  of  the  "  Old  Masters "  Exhibition.  His  pictures 
are  numerous  ;  one  of  them,  "  Pride  of  the  Village  "  (Royal 
Academy,  1839),  is  in  the  National  Gallery  of  British  Art 
(Tate  Gallery);  died  Oct.  18,  1903. 


The  Mirror. 

Portrait  of  a  young  lady  in  her  boudoir,  sitting  at  a 
dressing-table,  and  looking  in  the  mirror,  in  grey 
peignoir  tied  at  the  neck  with  red  bows ;  long  brown 
hair  falling  over  shoulders,  bare  arms  with  bracelets, 
holding  in  the  left  hand  an  open  letter  ;  black  pug- 
dog  on  her  lap  tearing  up  a  paper  on  which  is 
written,  "  To  Celia,"  "  By  Celia,"  etc.  ;  to  left  a 
partly-open  doorway  shows  a  servant  receiving  a 
letter  from  a  child  whose  face  is  only  partly  visible ; 
a  window  is  seen  through  the  doorway.  Canvas, 
18  X  I4|. 


SIR  EDWIN  HENRY 

LANDSEER,  R.A. 

(1802— 1873) 

Third  son  of  John  Landseer,  the  engraver ;  born  at 
83,  Queen  Anne  Street  East  (afterwards  33,  Foley  Street), 
London,  March  7,  1802;  studied  under  his  father  and 
B.  R.  Haydon ;  obtained  a  medal  from  the  Society  of  Arts 
when  thirteen  years  of  age  for  a  drawing  of  a  large  Alpine 
mastiff  (etched  by  his  brother  Thomas) ;  exhibited  at  the 
Society  of  Painters,  Spring  Gardens,  in  181 5,  and  at  the  Royal 
Academy  of  the  same  year,  when  two  of  his  works  were  hung; 
awarded  the  premium  of  150  at  the  British  Institution  in 
1822  for  "The  Larder  Invaded,"  and  from  this  time  forward 
his  success  was  rapid;  A.R.A.  in  1826,  and  R.A.  in  1830; 
knighted  in  1850  ;  received  medals  at  Paris  in  1855,  and  at 
Vienna  in  1873;  died  at  St.  John's  Wood,  Oct.  i,  1873, 
and  buried  in  St.  Paul's  Cathedral. 

The  Lost  Sheep. 

A  Scottish  snow  scene,  with  a  Highland  shepherd  in 
"  tartan  plaidie,"  assisted  by  two  dogs,  in  the  act  of 
digging  out  one  of  hi«  lost  sheep,  one  having 
already  been  rescued  ;  in  the  foreground  a  ram  Is 
partly  buried  in  the  snow,  and  by  its  side  is  a  dog, 
apparently  endeavouring  to  attract  its  master's  atten- 
tion ;  in  the  background  is  seen  the  top  of  a  snow- 
clad  peak.    Canvas,  56-  x  3o|. 

Painted  in  1850. 

Purchased  by  Elhanan  Bicknell  for  250  guineas,  sine 
copyright. 


SIR  EDWIN  HENRY  LANDSEER,  R.A. 


Collections. — E.  Bicknell,  1863,  April  25,  lot  117,  as 
"The  Highland  Shepherd  and  Sir  John  Pender,  1897, 
May  29,  lot  46. 

Exhibited. — Royal  Academy,  1850,  No.  281  ;  Landseer 
Exhibition,  Burlington  House,  1874,  No.  229  (John 
Pender,  Esq.,  M.P.)  ;  same  place,  1891,  No.  38  (the 
same);  and  Royal  Jubilee  Exhibition,^ Manchester,  1887, 
No.  638  (Sir  John  Pender). 

Engraved  by  T.  Landseer,  A.R.A.,  17^  x  30J,  Aug.  5, 
1864;  by  George  Zobel,  13J  X  19J,  Oct.  27,  1876; 
and  illustrated  in  the  Sale  Catalogue  of  the  Pender 
Collection. 

Note. — This  picture  had  for  its  legend  the  following  verse 
from  St.  Luke  xv.  4 : — "  What  man  of  you,  having  an 
hundred  sheep,  if  he  lose  one  of  them,  doth  not  leave  the 
ninety  and  nine  in  the  w^ilderness,  and  go  after  that  vi^hich 
is  lost,  until  he  find  it  The  curious  anachronism  of  the 
text  in  conjunction  with  the  picture  will  be  at  once  seen : 
the  extremely  modern  Highland  shepherd  for  one  thing, 
and  the  snow  for  another. 


(1802— 1873) 


The  Lost 


SIR  EDWIN  HENRY 

LANDSEER,  R.A. 

(1802— 1873) 

The  Pensioners. 

Two  horses,  a  roan  and  a  grey,  in  the  immediate 
foreground,  enclosed  by  a  low  hurdle-fence,  and 
looking  earnestly  at  a  pack  of  hounds  with  hunts- 
men appearing  on  the  brow  of  a  hill  in  the  near 
distance  to  right  ;  behind  the  black  horse  to  left 
a  rabbit  is  sitting  up  on  its  haunches.  Canvas, 

Painted  in  1864. 

Collections. — John  Hargreaves,  Sen.,  of  Allrington, 
1873,  June  5,  lot  306;  Chas.  Skipper,  1884,  May  24, 
lot  76 ;  Col.  John  Hargreaves,  1896,  May  2,  lot  84. 

Exhibited. — Royal  Academy,  1864,  No.  371 ;  and  Royal 
Jubilee  Exhibition,  Manchester,  1887,  No.  630  (Col. 
Hargreaves). 

Engraved  by  F.  Stacpoole,  A.R. A.,  22J  x  14,  March  14, 
1870. 


SIR  EDWIN  HENRY 

LANDSEER,  R.A. 

(1802—1873) 

Head  of  an  Alpine  Mastiff, 

Head  and  neck  of  a  St.  Bernard  mastifF,  looking  up 
to  right,  mouth  open  and  tongue  protruding,  black 
head  streaked  with  white,  and  white  nose;  broad 
wood  collar  with  designs,  and  small  bell  at  throat. 
Canvas,  i6f  x  2o|. 

Note. — This  is  one  of  the  several  finished  sketches  in  oils 
which  Landseer  did  for  his  well-known  picture  of  "Alpine 
Mastiffs  Reanimating  a  Traveller,"  exhibited  at  the  British 
Institution  in  1820,  and  engraved  partly  by  John  Landseer,. 
A.R.A.,  and  partly  by  Thomas  Landseer,  A.R.A.  ;  this 
(the  engraved)  picture  formerly  belonged  to  Mr.  Jesse 
Watts  Russell,  and,  at  his  sale  on  July  3,  1875,  was 
bought  by  Messrs.  Agnew.  A  smaller  finished  picture 
was  at  one  time  in  the  collection  of  Mr.  Joseph  Gillott,. 
and  was  acquired  at  his  sale,  April  26,  1872,  by  Mr. 
Samuel  Addington,  who  lent  it  to  the  Landseer  Exhibition 
at  Burlington  House  in  1874.  Two  sketches,  of  which 
Mr.  Pierpont  Morgan's  is  one,  are  known  j  one  was  in 
the  artist's  sale,  1874,  lot  217,  and  was  bought  by  Mr. 
Guinness ;  and  the  other  sketch  was  sold  at  Christie's 
on  February  22,  1845,  lot  94,  and  purchased  by  Mr. 
Creswick.  There  can  be  no  reasonable  doubt,  according 
to  Mr.  A.  Graves,  that  Mr.  Pierpont  Morgan's  finished 
sketch  is  identical  with  that  of  Mr.  Creswick :  it  was 
acquired  by  the  late  Mr.  J.  S.  Morgan,  who  was  also  the 
owner  of  a  crayon  drawing  of  an  Alpine  mastiff,  "  drawn 
by  E.  Landseer  when  he  was  a  boy,"  and  exhibited  by 
Mr.  J.  S.  Morgan  at  the  above-mentioned  Landseer  exhibi- 
tion in  1874,  No.  133. 


SIR  EDWIN  HENRY  LANDSEER, 

R.A. 

(1802— 1873) 

Head  of  an  Alpine  MastifF  {Continuea). 

The  two  dogs  in  Landseer's  famous  picture,  "Alpine 
Mastiffs  Reanimating  a  Traveller,"  were  the  property  of 
Mrs.  Boode,  wife  of  L.  W.  Boode,  Esq.,  of  Trevor  Hall, 
Cheshire;  she  received  them  in  18 14  from  a  Swiss  gentle- 
man who  had  obtained  them  direct  from  the  monastery  of 
St.  Bernard.  The  two  dogs  were  "  Lion "  (whose  head 
figures  in  Mr.  Pierpont  Morgan's  sketch  described  above) 
and  his  son  "Caesar."  Landseer  saw  one  of  the  dogs 
in  a  London  street  in  care  of  a  man-servant,  whom  he 
followed  to  Mrs.  L.  W.  Boode's  residence,  and  asked 
permission  to  make  a  sketch  of  it.  "  Lion "  died  in 
1 82 1.  (F.  G.  Stephens,  "Sir  Edwin  Landseer,"  1880, 
p.  25,  note,) 


L  L 


JOHN   LINNELL,  Sen. 

(1792 — 1882) 


Born  near  the  British  Museum,  London,  on  June  16,  1792, 
son  of  a  picture-dealer  and  wood-carver ;  admitted  to  the 
Royal  Academy  Schools  in  180$,  on  the  advice  of  Benjamin 
West,  P.R.A.,  and  studied  under  John  Varley, "  the  father  of 
the  English  school  of  watercolours."  At  Varley's  house  he 
met  William  Hunt,  Mulready,  Shelley  the  poet,  and  Godv^rin. 
At  fifteen  years  of  age  he  obtained  the  Royal  Academy  silver 
medal  for  a  drawing  from  the  life,  and  two  years  afterwards 
the  fifty-guinea  prize  for  "  Removing  Timber "  ;  he  also 
engraved  in  mezzotint,  notably  Varley's  "  Burial  of  Saul," 
two  works  by  Collins,  and  several  portraits  which  he  himself 
painted.  From  1807  to  1881  he  exhibited  177  pictures  at 
the  Royal  Academy,  92  at  the  British  Institution,  and  53  at 
the  Old  Water  Colour  Society.  In  1852  he  retired  from 
Bayswater  to  Redhill,  where  he  built  a  house  for  himself, 
and  where  he  died  on  Jan.  20,  1882. 


Storm  in  Harvest. 

A  broad  irregular  view  of  the  lower  corner  of  a 
harvest  field,  with  a  portion  of  the  corn  cut  and 
gathered  into  sheaves  ;  to  left  some  of  the  corn  is 
still  uncut  ;  the  eight  figures  are  chiefly  women  and 
children,  the  most  conspicuous  being  a  harvester  in 
white  shirt-sleeves,  holding  a  child  ;  the  other 
figures  are  running  in  various  directions  to  escape 
the  storm  which  is  about  to  burst ;  a  terrified  dog 
is  in  the  foreground,  and  a  flash  of  lightning  is  seen. 
Canvas,  18  x  23!^. 


Painted  in  1856. 


JOHN   LINNELL,  Sen. 

(1792— 1882) 


Storm  in  Harvest  {Continued), 

Collection. — Sir  John  Pender,  1897,         ^9)  S^- 

Note. — Linnell  painted  a  number  of  pictures  with  this 
title,  or,  rather,  several  variations  of  the  same  composition. 
**  It  is  undoubtedly  one  of  the  grandest  pastoral  subjects 
the  artist  ever  painted.  It  depicts  the  uprolling  of  a  black 
thundercloud,  the  central  nucleus  of  which  seems  just 
about  to  burst  over  the  heads  of  a  party  of  harvesters. 
The  execution  is  no  less  masterful  than  the  conception " 
(A.  T.  Story,  "The  Life  of  John  Linnell,"  1892,  ii., 
p.  191).  The  parent  picture,  which  was  painted  on  a 
canvas  37  by  53  in.,  in  1855-6,  at  the  artist's  residence, 
Redhill,  Reigate,  Surrey,  was  bought  by  Mr.  Hooper,  and 
when  sold  at  Christie's  in  i860  was  purchased  for  Sir 
William  G.  (afterwards  Lord)  Armstrong ;  the  second, 
with  variations,  and  on  a  canvas  49  X  72 J  in.,  1873,  was 
sold  to  Mr.  White,  and  was  afterwards  in  the  possession 
of  Samuel  Montagu,  Esq.,  M.P.,  an  engraving  of  it  was 
published  in  The  Magazine  of  Art  and  repeated  in  A.  T. 
Story's  "Life,"  already  quoted,  ii.,  p.  190 ;  the  third, 
presumably  Mr.  Pierpont  Morgan's  version,  is  the  "  sketch 
finished  for  Wethered  (canvas  18  by  24  in.),*'  mentioned 
by  Mr.  Story  in  his  "  Life,"  ii.,  p.  274. 


L  L  2 


JOHN  LINNELL,  Sen. 

(1792— 1882) 


Landscape,  with  Cattle 
crossing  a  Ford. 

An  autumnal  landscape,  with  dwarf  scrubby  shrub- 
growth  in  the  foreground  ;  a  donkey  laden  with 
sacks,  conducted  by  a  man  in  red  hat  who  holds  a 
long  stick ;  with  him  is  a  child  ;  three  cows  are 
passing  across  a  large  shallow  pool  of  water,  and 
several  children  bring  up  the  rear ;  background  to 
right  a  hilly  and  uneven  view,  with  dwarf  trees  ; 
to  the  left  is  seen  a  broad  flat  landscape.  Panel, 
24  X  18. 

Painted  in  1856. 


Collection. — Sir  John  Pender,  1897,  May  29,  lot  51. 


SIR  JOHN  E.  MILLAIS,  Bart. 

PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1829 — 1896) 

Born  at  Southampton  on  June  8,  1829;  settled  in  London 
in  1837,  studied  under  Henry  Sass,  a  well-known  artist 
and  art  teacher  of  Bloomsbury ;  awarded  a  silver  medal  by 
the  Society  of  Arts,  1838,  and  admitted  a  student  at  the 
Royal  Academy  Schools  two  years  later  ;  his  first  subject 
picture,  "  Pizarro  seizing  the  Inca  of  Peru,"  was  exhibited  at 
the  Royal  Academy  in  1846;  originated  (with  others)  the 
pre-Raphaelite  movement;  elected  A.R.A.  1853,  and  R.A. 
1863,  and  for  forty  years  his  career  was  one  long  series  of 
successes ;  created  a  baronet  in  1885  ;  President  of  the 
Royal  Academy,  1896;  died  Aug.  13,  1896. 

The  Huguenot. 

A  sketch  in  oils  for  the  large  picture  (which  was 
painted  in  1852).  Two  small  whole-length  figures, 
the  man  in  purple  tunic  and  black  cap  and  hose,  the 
lady  in  black  with  sleeves  slashed  with  yellow :  he 
holds  her  head  close  to  him  with  one  hand,  while 
with  the  other,  thrown  around  her  neck,  he  detaches 
the  white  scarf  she  is  endeavouring  to  tie  round  his 
arm.    Canvas,  9f  x  7. 

Signed  with  monogram  in  red  in  left-hand  lower 
corner. 

Collection. — John  Morley,  Esq.,  of  Upper  Clapton, 
1896,  May  16,  lot  44. 

Exhibited. — Old  Masters,  1898,  No.  200  (Mr.  Pierpont 
Morgan). 


SIR  JOHN  E.  MILLAIS,  Bart. 


References. — J.  G.  Millais,  "The  Life  and  Letters  of 
Sir  J.  E.  Millais,"  i.  p.  130  et  seq.;  ii.  p.  468;  and 
M.  H.  Spielmann,  "Millais  and  his  Works,"  1898,  p. 
168. 

Notes. — The  famous  and  engraved  picture,  of  which  the 
above  is  what  the  artist  himself  called  a  "  small  copy," 
was  exhibited  at  the  Royal  Academy,  1852,  with  the 
following  title  and  quotation :  "  A  Huguenot,  on  St. 
Bartholomew's  Day,  refusing  to  shield  himself  from  danger 
by  wearing  the  Roman  Catholic  badge.  See  '  The 
Protestant  Reformation  in  France,'  vol.  ii,,  p.  352 : 
*  When  the  clock  of  the  Palais  de  Justice  shall  sound 
upon  the  great  bell  at  daybreak,  then  each  good  Catholic 
must  bind  a  strip  of  white  linen  round  his  arm,  and  place 
a  white  cross  on  his  cap.'  The  order  of  the  Duke  of 
Guise." 

The  large  picture  is  the  property  of  Mr.  T.  H.  Miller, 
and  was  exhibited  at  the  Old  Masters,  1898,  No.  61. 
In  a  note  in  the  catalogue  of  the  Millais  Exhibition  at  the 
Grosvenor  Gallery,  1886,  Mr.  F.  G.  Stephens  states  that 
the  Huguenot  himself  was  painted  from  Mr.  Arthur 
(afterwards  General)  Lempriere,  an  old  friend  of  the 
Millais  family ;  the  lady's  face  reproduces,  with  a  differ- 
ence, that  of  Miss  Ryan,  a  professional  model,  who 
afterwards  sat  for  the  Puritan  damsel  in  "  The  Proscribed 
Royalist."  Besides  Mr.  Pierpont  Morgan's,  there  is 
another  sketch  for  this  picture,  and  also  a  half-length 
study  for  the  figure  of  the  Huguenot.  "  When  '  A 
Huguenot '  was  exhibited  at  the  Royal  Academy  crowds 
stood  before  it  all  day  long ;  men  lingered  there  for  hours, 
and  went  away  but  to  return.    It  had  clothed  the  old 


PRESIDENT  OF  THE  ROYAL  ACADEMY. 


(1829— 1896) 


SIR  JOHN  E.  MILLAIS,  Bart. 

PRESIDENT  OF  THE  ROYAL  ACADEMY. 
(1829—1896) 

The   Huguenot  {Continued). 

feelings  of  men  in  a  new  garment,  and  its  pathos  found 
almost  universal  acceptance  "  (F.  G.  Stephens,  loc.  cit.). 

On  the  back  of  Mr.  Pierpont  Morgan's  little  picture 
are  pasted  three  documents  which  concern  it.  One  is  a 
signed  statement  by  Sir  John  Millais  :  "  I  painted  this 
small  copy  of  the  *  Huguenots '  shortly  after  the  original 
picture,  but  I  cannot  give  the  exact  date. — John  E. 
Millais,  July  5, 1896."  Another  statement  Sir  John  added 
on  the  slate  on  which  he  was  obliged  to  write  at  this 
date  :  "  I  have  painted  two  or  three  water-colour  drawings 
of  it,  but  this  is  the  only  important  replica."  The  auto- 
graph signature  of  the  great  artist  in  the  above-mentioned 
document  is  the  last  ever  done  by  him  on  paper,  and  after 
this  he  never  wrote,  except  on  a  slate,  and  then  just  a  few 
words  to  those  about  him. 


JOHN  PHILLIP,  R.A. 

(1817— 1867) 

Born  in  Aberdeen  on  April  19,  181 7  ;  apprenticed  to  a 
house  painter  and  decorator ;  said  to  have  received  some  art 
instruction  from  a  local  portrait  painter  named  Forbes ; 
came  to  London  in  1834  as  a  stowaway  in  a  brig  ;  placed 
by  Lord  Panmure  as  a  pupil  with  T.  M.  Joy,  and  entered 
the  Royal  Academy  Schools  in  1837  j  first  exhibited 
at  the  Royal  Academy  in  1838;  frequently  visited  Spain, 
first  in  1851  i  elected  A. R.A.,  1857;  R-A.,  1859;  visited 
Rome  in  i866j  died  in  London  on  Feb.  27,  1867. 


Baptism  in  Scotland. 

(Or,  "  A  Scotch  Christening.") 

A  composition  of  seventeen  figures  of  various 
ages;  the  baptism  is  being  performed  in  a  cottage, 
near  the  window  of  which  the  green  blind  is  partly 
drawn  back,  and  in  the  window-recess  is  a  flowering 
rose-tree  ;  a  table  covered  with  a  white  cloth  is  in 
the  centre ;  on  the  left  side  the  father,  in  drab  coat 
and  white  neckerchief,  is  holding  the  sleeping  infant 
over  the  table,  whilst  the  aged  pastor  is  in  the  act 
of  sprinkling  the  water ;  by  the  father's  side  is 
standing  the  mother,  in  light  saffron-coloured  dress, 
white  crossover  and  white  mob-cap  bound  with  blue 
band  ;  the  open  family  Bible,  with  the  pastor's 
spectacles,  is  resting  on  a  three-legged  stool  ;  behind 
the  pastor  is  an  old-fashioned  chair,  on  the  arm  of 
which  rest  his  overcoat  and  ivory-handled  walking- 
stick,  his  hat  and  gloves  are  on  the  stone  floor, 
and  close  to  them  a  large  dog  is  gazing  intently  at 
the  fire  (which  is  not  shown)  ;  behind  the  pastor's 


JOHN   PHILLIP,  R.A. 

(1817-1867) 


Baptism  in  Scotland  {Continued), 

chair  is  the  old  clerk  holding  the  register,  a  large 
folio  volume,  under  his  arm,  and  in  the  act  of 
adjusting  his  spectacles ;  a  wooden  rocking-cradle  to 
the  left  ;  the  other  figures  in  this  admirable  piece 
are  very  skilfully  and  naturally  arranged ;  over  the 
large  old-fashioned  open  fire-place  a  gun  is  hung, 
and  two  dead  pigeons  are  suspended  from  a  hook. 
Canvas,  62  x  42. 

Signed  and  dated  in  the  lower  left-hand  corner  : 
John  Thillip^  iS^o, 

Painted  in  1850,  for  James  Eden,  Esq.,  of  Fair- 
lawn,  Lytham. 

Collections. — James  Eden,  1874,  May  30,  lot  119; 
Baron  Albert  Grant,  1877,  April  27,  lot  88;  Sir  John 
Pender,  1897,  May  29,  lot  66. 

Exhibited. — Royal  Academy,  1850,  No.  541  \  Inter- 
national Exhibition,  Paris,  1867  (James  Eden,  Esq.); 
Royal  Jubilee  Exhibition,  Manchester,  1887,  No.  606 
(J.  Pender,  Esq.). 


M  M 


DAVID    ROBERTS,  R.A. 

(1796 — 1864) 


Born  at  Stockbridge,  near  Edinburgh,  October  24,  1796; 
apprenticed  to  a  house  painter  and  decorator  in  Edinburgh  ; 
employed  as  a  scene  painter  at  the  Edinburgh  circus  at 
5j.  per  week;  came  to  London  in  1822,  and  was 
engaged  as  a  scenic  artist  at  Drury  Lane,  where,  later  on, 
he  had  Clarkson  Stanfield  as  a  fellow-worker ;  exhibited  at 
the  Royal  Academy  in  1826  a  view  of  "  Rouen  Cathedral," 
and  was  also  an  exhibitor  at  the  British  Institution,  and  at 
the  Society  of  British  Artists,  of  which  latter  he  was  one  of 
the  original  members,  and  a  vice-president ,  travelled  in 
Spain,  1832-33,  and  made  many  subsequent  tours  in  that 
country,  and  in  the  East;  elected  A.R.A.,  1838;  R.A., 
1841  ;  died  in  London,  November  25,  1864. 

The  Chapel  in  the  Church  of 
Dixmude^  West  Flanders- 
interior  of  the  parish  church  of  Diksmuide  (or  in 
French,  Dixmude),  showing  the  fine  early  sixteenth- 
century  rood-loft,  which  is  in  the  richest  flamboyant 
style ;  beneath  the  rood-loft,  which  is  seen  on  the 
right,  is  an  altar,  and  at  the  end  of  the  aisle  is 
(presumably)  the  chapel  ;  numerous  figures,  some 
kneeling  in  prayer  and  others  standing  ;  peasant 
woman  and  child  in  the  immediate  foreground. 
Canvas,  35^  x  53^. 

Painted  for  Sir  John  Pender ;  it  formed  lot  73  in  his  sale, 
1897,  May  29. 

Exhibited. — Royal  Academy,  1864,  No.  27  i  Royal 
Jubilee  Exhibition,  Manchester,  1887,  No.  625, 


DAVID   ROBERTS,  R.A. 

(1796— 1864) 


The  Chapel  in  the  Church  of  Dixmude, 

West    Flanders  {Continued), 

Reference. — This  picture  forms  No.  277  in  James 
Ballantine's  "  Catalogue  "  of  David  Roberts's  works. 

Illustrated  in  the  Pender  Sale  Catalogue. 

Note. — David  Roberts  visited  Belgium  in  the  summer 
(Aug.  17-28)  of  1863  [?  1 861],  in  company  with  Louis 
and  Charles  Haghe,  to  attend  the  Art  Congress,  and 
made  several  excursions  whilst  there ;  the  above  picture 
is  one  of  the  results  of  this  visit.  See  James  Ballantine's 
"  Life  of  David  Roberts,"  1866,  p.  224. 


M  M  2 


WILLIAM  CLARKSON 

STANFIELD,  R.A. 

(1793—^867) 

Born  at  Sunderland  in  1793;  commenced  life  as  a  sailor, 
which  calling  he  quitted  when  quite  young,  and  began  (on 
the  advice  of  Capt.  Marryat)  his  art  career  as  a  scene  painter 
at  the  Royal  Theatre  in  Wellclose  Square,  and  was  similarly 
employed  at  other  theatres,  notably  Her  Majesty's  and  Drury 
Lane;  first  exhibited  at  the  Royal  Academy  in  1820,  to 
which  he  contributed  up  to  the  time  of  his  death  135  works, 
in  addition  to  22  pictures  sent  to  the  British  Institution,  and 
21  to  the  Society  of  British  Artists  ;  elected  A. R.A.  in  1832, 
and  R.A.  in  1835.  Died  at  Hampstead,  May  18,  1867.  A 
collection  of  his  works  was  exhibited  at  Burlington  House 
in  1870. 

Dartmouth  Castle  and  Harbour. 

A  view  of  Dartmouth  Castle  and  Harbour  ;  in  the 
immediate  front  are  two  small  boats,  one  laden  and 
containing  two  fishermen,  the  other  boat  with  five 
figures  apparently  about  to  go  out  to  sea  ;  one  of 
the  men  is  fixing  the  rudder.  On  the  left,  and 
built  on  the  cliff,  is  seen  the  old  castle ;  adjoining 
is  a  mediaeval  church  with  tower,  sheltered  by  rocky 
overhanging  cliffs,  a  rough  ladder  on  extreme  left 
leads  from  the  rocks  to  the  sea  ;  to  the  left  a  large 
boat  (perhaps  a  Government  cutter),  flying  a  white 
pennant  with  red  cross,  and  other  ships,  and  to 
extreme  right  a  large  dismantled  wooden  man-of- 
war  ;  the  background  of  the  picture  is  formed  of 
an  extensive  and  irregular  stretch  of  nearly  barren 


WILLIAM  CLARKSON  STANFIELD, 

R.A. 

(1793-1867) 


Dartmouth  Castle  and  Harbour  {Continued). 

hilly  landscape,  at  the  bottom  of  which  nestle  the 
densely  crowded  houses  of  the  fisherfolk  ;  a  valley 
of  trees  and  shrubs  in  distance  to  right.  Canvas, 
47  X  32. 

Signed  and  dated  in  lower  right-hand  corner: 
C.  Stanfield,  R.A.^  18^3, 

Notes. — Stanfield  painted,  at  an  interval  of  nearly  twenty 
years,  two  very  similar  pictures  of  Dartmouth  Castle  and 
Harbour.  The  earlier  of  the  two  was  engraved  on  steel 
by  J.  Stephenson,  5f  x  4^  in.,  for  "  Stanfield's  Coast 
Scenery  :  a  Series  of  Views  in  the  British  Channel,  from 
original  Drawings  taken  expressly  for  the  work  by  Clarkson 
Stanfield,  Esq.,  R.A."  (facing  p.  18),  and  published  by 
Smith,  Elder  &  Co.,  Cornhill,  1836.  In  this  painting  the 
two  boats  in  the  forefront  and  the  hulk  of  the  man-of-war 
do  not  appear.  The  text  which  accompanies  the  illustration 
in  the  above-named  book  may  with  equal  appropriateness 
be  quoted  in  connection  with  Mr.  Pierpont  Morgan's 
picture  : — "  The  river  from  which  the  town  takes  its 
name  is  called  the  Dart,  as  is  supposed  from  the  velocity 
of  its  current,  in  the  same  way  as  a  river  in  Warwickshire 
is  called  the  Arrow.  By  some  old  writers  the  Dart  is 
called  the  Darant.  It  was  probably  originally  written 
Darte,  for  Chaucer  says  :  '  For  what  I  wot  he  was  of 
Dartemouth.'  ....  The  view  of  Dartmouth  from  the 
bay  is  ...  .  one  of  great  beauty ;  the  houses,  situated  on 
a  craggy  hill,  extend,  embosomed  in  trees,  almost  a  mile 
along  the  edge  of  the  water.  The  dockyards  and  quay 
project  into  the  river,  and  cause  an  apparent  curvature  in 


WILLIAM  CLARKSON  STANFIELD, 

R.A. 
(1793— 1867) 


Dartmouth  Castle  and  Harbour  {Continued). 

its  course,  which  produces  a  very  delightful  effect.  Ships 
of  war  at  anchor,  and  smaller  vessels  sailing,  add  greatly  to 
the  view.  No  scene  could  be  more  admirably  adapted  for 
a  picture."  Dr.  Maton,  speaking  of  it,  said  that  "the 
view  towards  the  mouth  of  the  harbour  exhibits  such  a 
happy  assemblage  of  objects  for  a  picture,  that  it  is, 
perhaps,  scarcely  to  be  exceeded.  A  rocky  knoll  pro- 
jecting from  the  shore  makes  an  admirable  foreground. 
One  of  the  side  screens  is  formed  by  the  picturesque  castle, 
and  the  adjoining  church,  just  emerging  from  a  fine  wood 
which  enriches  the  right-hand  side ;  the  other  a  high 
promontory  with  a  fort  at  its  feet ;  whilst  the  main  sea 
appears  in  front  through  a  narrow  opening,  and  leaves 
nothing  for  the  imagination  to  wish  for  in  the  composition. 
Mr.  Stanfield  perceived  these  advantages." 

"  On  a  low  rocky  point  commanding  the  southern 
entrance  to  this,  the  most  romantic  of  English  estuaries, 
stands  Dartmouth  Castle,  with  a  round  and  a  square 
tower  ;  the  former,  built  in  the  reign  of  Henry  VII.,  is  the 
older.  Near  it  are  the  remains  of  a  building  earlier  still ; 
a  modern  battery,  and  the  quaint  little  church  of  St. 
Petrox — strange  situation  for  such  a  building — the  whole 
being  surrounded  by  a  wall  and  a  fosse.  In  days  gone  by 
a  chain  was  stretched  across  the  harbour  mouth  (known, 
by  the  way,  by  the  very  suggestive  name  of  the  Jawbones)  to 
the  ruin  opposite,  rendering  entrance  by  an  enemy's  ships 

difficult,  if  not  impossible  Behind  the  castle  the 

summit  of  the  lofty  hill  called  Gallants'  Bower,  wooded 
almost  from  base  to  summit,  commands  a  magnificent 
Xiew  of  the  land-locked  harbour  within ;  of  the  sea  and  of 
the  opposite  tower  of  Kingswear,  said  to  be  older  even 
than  Dartmouth — though    it   scarcely   looks   so — above 
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Dartmouth  Castle  and  Harbour  {Continued), 

which  rise  other  lofty  hills,  so  that  Dart  at  his  death, 
as  at  his  birth,  is  overlooked  by  high  ground.  They 
are  very  green  and  lovely,  these  hills,  here  pencilled 
out  into  green  pastures,  there  covered  with  trees,  but 
always  sloping  to  the  water's  edge  in  curves  of  much 
beauty.  I  expect  that  this  Gallants'  Bower  well  deserves 
its  name,  and  that  there  was  much  squiring  of  dames  in 
the  woods  of  the  same  in  the  days  of  Prince  Maurice, 
when  the  fort  on  the  summit,  mentioned  in  one  of  the 
despatches  of  Fairfax,  was  not  the  ruin  it  is  now  "  (John 
Lloyd  Warden  Page,  "  The  Rivers  of  Devon,  from  Source 
to  Sea,"  1893,  p.  92). 


MODERN  FRENCH  SCHOOL. 


N  N 


CHARLES  BAUGNIET. 


(1814— 1886) 

Born  in  Brussels  in  18 14;  a  pupil  of  Drolling  and  Cabat ; 
first  became  known  by  his  lithograph  portraits  of  celebrated 
people,  of  which  he  published  over  3,000  in  Belgium  and 
1,500  in  England  ;  resided  in  England  for  some  years,  but 
settled  in  Paris,  where  he  frequently  exhibited  at  the  Salon ; 
elected  a  member  of  the  Ghent  Academy  in  1836  ;  a  Knight 
of  several  Orders  ;  died  at  Sevres  on  July  5,  1886. 

Lady  with  a  Parrot. 

Interior  of  a  Louis  XVL  drawing-room,  with  small 
whole-length  portrait  of  a  lady,  standing  and  leaning 
against  a  marble  fireplace,  in  pink  over-dress  with 
white  lace  trimmings  and  cream-coloured  skirt  with 
long  train,  looking  at  the  spectator,  and  fondling  a 
green  parrot  which  she  holds  with  her  left  hand 
agailist  her  chin,  her  right  hand  rests  on  the  back 
of  the  parrot  ;  her  brown  hair  is  adorned  with  a 
pink  rose,  and  her  profile  is  reflected  in  the  mirror  ; 
on  the  mantelpiece  is  a  bronze  and  ormolu  clock 
resting  on  a  white  marble  base ;  a  firescreen  of  gilt 
and  painted  wood  with  green  tapestry  panel  is  in 
front  of  the  fireplace,  in  which  is  a  fire  ;  a  tall 
screen,  a  large  piece  of  green  tapestry,  and  an  arm- 
chair covered  with  tapestry  of  floral  design  are 
among  the  accessories.    Canvas,  26  x  18. 

Signed  and  dated  in  lower  right-hand  corner : 
Ch,  Baugmety  i8y6. 


N  N  2 


JULES   ADOLPHE  AIME 
LOUIS  BRETON. 


(1827 — 1906) 

Born  at  Courrieres,  Pas -de-Calais,  May  i,  1827;  studied 
under  Felix  de  Vigne  and  Drolling;  exhibited  at  the  Salon 
and  elsewhere  since  1849  ;  elected  a  member  of  the  Acad6mie 
des  Beaux-Arts  on  March  20,  1886;  also  a  member  of  the 
Academies  of  Fine  Arts  of  Stockholm,  Vienna,  Milan, 
Brussels,  and  Antwerp,  and  an  honorary  foreign  member  of 
the  English  Royal  Academy  ;  three  of  his  pictures  are  in  the 
Luxembourg.  He  was  awarded  medals  at  the  exhibitions 
of  1855,  1857,  1^59?  1867,  and  1872;  and  published  several 
volumes  of  verse  and  prose,  his  earliest  volume,  "  Les  Champs 
et  la  Mer,'*  appearing  in  1876.    He  died  on  July  5,  1906. 

Les  Sarcleuses. 

An  evening  piece,  with  the  setting  sun  half  seen  on 
the  horizon  ;  with  six  peasant  women,  five  of  whom 
are  in  a  group  in  the  foreground  engaged  in 
weeding,  whilst  the  sixth  is  standing  erect  a  little 
distance  off  to  left,  near  a  large  bundle  or  pile  of 
weeds,  looking  towards  the  group  ;  a  sack,  etc.,  to 
left.    Canvas,  66f  x  36^^. 

Signed  and  dated  on  the  right :  Jules  Breton^ 
Courrieres^  i860. 


Exhibited. — Salon,  1861,  No.  426,  "appartient  a  M.  le 
Comte  T.  Duchatel,"  in  whose  family  it  remained  till 
1902;  and  "  L' Exposition  Centennale  des  Beaux-Arts," 
Paris,  1889  (M.  le  Comte  Duchkel). 

Illustration. — Photogravure  by  Braun,  Clement  &  C'* 
in  Marius  Vachon's  "Jules  Breton,"  1899,  facing  p.  4. 


JULES  ADOLPHE  AIME  L.  BRETON. 


(1827 — 1906) 

Les    Sarcleuses  {Continued), 

Note. — The  following  very  interesting  particulars  con- 
cerning this  picture  appear  in  Jules  Breton's  "  Un  Peintre 
Paysan :  Souvenirs  et  Impressions,"  1896,  pp.  iio-iii. 
"  Les  Sarcleuses.  II  est  des  bonheurs  fortuits  ou  la  nature 
fournit  au  peintre  un  tableau  tout  fait  ;  de  sorte  que  I'inter- 
pr^tation,  toujours  necessaire,  y  est  absolument  incon- 
sciente.  Un  jour,  sur  un  6troit  sentier,  je  gravissais  d'un 
pas  distrait  un  talus  montant  vers  une  vaste  plaine  et, 
lorsque  mes  regards  eurent  a  peine  depasse  le  niveau  de 
son  plan,  je  fus  tout-a-coup  en  presence  d'une  scene  muette 
et  qui,  tout  humble,  m'apparut  d'une  grande  beaute. 
C'etait  le  soir.  Le  soleil,  large  et  rouge,  a  demi  coupe  par 
Thorizon  droit  et  bas,  se  couchait  dans  I'herbe.  En 
silhouette  sur  le  ciel  d'or  et  de  feu,  un  groupe  de  sarcleuses, 
les  bras  tendu  pour  arracher  les  chardons  et  I'ivraie,  se 
trainait  a  genoux,  prosternant  sur  le  champ  de  ble  vert,  ses 
faces  nimbees  par  la  transparence  rose  de  capuches  violettes, 
comme  pour  adorer  I'astre  fecondateur.  Car  ces  femmes 
semblaient  en  priere,  fremissantes  sous  le  bleu  zenith, 
dans  leur  ombre  froide,  les  bords  de  leur  contours  baignes 
par  I'aureole  enflammee.  A  deux  pas,  une  jeune  fille, 
detachee  du  groupe,  appuyee  sur  ses  reins,  redressait 
son  corps  svelte  dans  des  replets  celestes,  longue  et 
souple,  toute  entiere  sur  le  fond  d'or.  Ainsi  une  plante 
accablee  par  la  secheresse  du  jour,  se  releve  a  la  fraicheur 
du  crepuscule.  Dans  le  recueillement  de  Theure  silen- 
cieuse,  Tinexprimable  douceur  des  choses  eveillait  un  frisson 
religieux.  Le  tableau  etait  complet :  largeur  de  lignes, 
intensite  de  TefFet,  caractere,  richesse  et  simplicite.  Pas 
un  detail  ne  genait,  pas  un  ton  ne  faussait  Tharmonie. 
C'etait  comme  une  transfiguration  naturelle  de  plus 
humble  des  travaux.  Nulle  part  je  ne  me  suis  senti  plus 
pres  de  Dieu,  nulle  part  je  n'ai  mieux  compris  que  le 
travail  est  une  priere.  Tel  fut  le  point  de  depart  de  mes 
Sarcleuses.  Mais  que  les  tableaux  restent  loin  de  la  visio 
qui  les  a  inspires  !  " 


GEORGES  L.  BRILLOUIN. 


[circa  1816 — 1893) 

A  painter  of  genre  subjects  and  of  landscapes  ;  born  at  St. 
Jean  d*Angely  about  1816;  studied  under  Drolling  and  Cabat, 
and  was  for  many  years  an  exhibitor  at  the  Salon,  where 
he  obtained  medals  in  1865,  1869,  and  1874,  Th.  Veron 
describing  him  as  an  observateur  humoristique  des  plus 
distingues" ;  died  at  Melle,  in  December  1893,  in  his  seventy- 
seventh  year.  A  number  of  his  pictures  are  in  American 
collections. 


The  Listener. 

An  interior,  with  a  whole-length  figure  in  eighteenth- 
century  costume,  old-gold  long  coat  with  white 
ruffles,  black  velvet  breeches,  white  stockings  and 
silver-buckled  shoes,  holding  dark  three-cornered 
hat  in  left  hand,  right  hand  in  his  pocket  ;  standing 
in .  a  listening  attitude  in  front  of  a  partly-opened 
door,  near  which,  on  the  floor,  is  a  lady's  long 
yellow   glove  and  a   sprig   of  flower.  Canvas, 

Signed  in  the  left-hand  bottom  corner  :  Georges 
Brillouin, 


CHARLES  LANDELLE. 

(LIVING  ARTIST.) 

Born  at  Laval  (Mayenne)  on  June  2,  1821  ;  studied  under 
Delaroche  and  Ary  SchefFer,  and  distinguished  chiefly  as  a 
painter  of  historical  and  religious  subjects ;  his  portraits 
include  those  of  Alfred  de  Musset,  Countess  Fitz- James, 
Madame  Achille  Fould,  Stalckelberg,  Admiral  Baudin,  and 
Princess  of  Broglie  ;  has  exhibited  at  the  Salon  for  over 
sixty  years,  making  his  debut  there  in  184 1  with  his  own  por- 
trait;  he  was  awarded  medals  in  1842,  1845,  ^^4^  (first- 
class),  and  1855  ;  he  is  a  member  of  the  Societe  des  Artistes 
Frangais,  and  an  officer  of  the  Legion  d'Honneur ;  he 
exhibited  two  pictures  in  the  Salon  of  1907. 

The  Water  Carrier. 

The  pendent  picture  to  the  following.  A  nearly 
whole-length  figure  of  a  fair  Saxon  woman,  directed 
to  right,  looking  at  the  spectator,  in  loose  white 
classical  drapery  bound  at  the  waist  with  a  narrow 
ribbon,  the  left  bosom  bare  ;  carrying  on  the  up- 
raised left  hand  a  small  terra-cotta  water  vessel^ 
the  right  arm  passing  across  her  neck,  the  hand 
steadying  the  vesseL    Canvas,  17^  x  iif. 

Signed  in  red  in  left  corner  at  bottom  :  Ch^ 
Landelle. 


CHARLES  LANDELLE 

(LIVING  ARTIST.) 


An  Oriental  Study. 

Nearly  whole-length  figure  of  an  Oriental  woman, 
standing  to  front  and  looking  at  spectator  full-face, 
in  loose-fitting  blue  classical  robe,  slightly  opened 
at  the  bosom,  striped  with  red  on  the  shoulders  and 
in  front  ;  flat  black  head-dress,  with  ends  falling 
over  the  back  and  adorned  with  Egyptian  trinkets  ; 
broad  gilt-metal  bracelet  on  left  arm  ;  both  hands 
resting  on  a  large  terra-cotta  water  vessel.  Canvas, 
i6f  X  1 1. 

Signed  at  lower  right-hand  corner  :  Ch,  Landelle, 


» 


HUGUES  MERLE 


(1823— 1881) 

Born  at  Saint  Marcellin  (Isere),  March  i,  1823  ;  studied 
under  L.  Coignet,  and  first  exhibited  at  the  Salon  in  1847 
with  a  ''Portrait  de  TAuteur  "  ;  he  obtained  medals  in  1861 
and  1863,  and  continued  exhibiting  nearly  every  year  until 
1880,  when  he  sent  "  Helie  apres  sa  chute/'  He  exhibited 
two  pictures  at  the  Royal  Academy,  London,  in  1869, 
"  Laveuse  d'Etretat/'  and  "  L'Ange  du  foyer."  Goupil 
lithographic  reproductions  of  several  of  his  pictures  were 
extremely  popular  from  about  1868  to  1877.  ^^^^ 
1881. 

Mother  and  Child. 

Three-quarter  figure  of  a  lady  seated  in  a  blue  and 
gold-patterned  chair,  directed  slightly  to  right,  head 
turned  towards  left  and  bent  down  smiling  at  the 
child,  who  leans  back  over  her  mother's  lap  and 
looks  up,  smiling  ;  the  mother  is  in  red  low  dress 
or  dressing-gown,  white  chemisette  showing  at 
breast,  her  hands  are  around  the  child's  waist  ; 
wedding  ring  on  left  hand,  black  hair  parted  in  the 
centre  and  bound  with  broad  red  band,  black  lace 
mantilla  at  back  of  head  and  falling  over  left 
shoulder ;  the  child  in  chemise  with  blue  band, 
hands  slightly  entwined  and  resting  on  her  mother's 
knee,  fair  long  hair ;  greenish  curtain  to  left. 
Canvas,  40  x  32. 

Signed  and  dated  at  top  right-hand  corner : 
Hugues  Merky  i86y. 

From  the  collection  of  the  late  Sir  William  CunlifFe 
Brooks,  Bt,  1901. 


CONSTANT  TROYON. 


(1810— 1865) 

Born  at  Sevres  on  August  25,  1810,  son  of  an  employe  in 
the  porcelain  factory,  where,  in  early  years,  the  future  artist 
himself  worked  ;  studied  art  under  Riocreux  ;  was,  with 
Th.  Rousseau,  Diaz,  and  Dupre,  one  of  the  leaders  ot 
the  romantique  movement,  which  may  be  said  to  owe  its 
origin  to  the  influence  of  the  English  artist,  John  Constable ; 
first  exhibited  at  the  Salon  in  1833  ;  he  derived  most  of  his 
subjects  from  the  neighbourhood  of  Paris,  and  many  of  his 
finest  works  are  in  various  French  museums,  "  one  of  the 
masterpieces  of  modern  landscape,"  the  "Paysage  avec 
animaux,"  being  (with  twelve  others  by  him)  in  the  Louvre ; 
he  died  in  Paris  on  Feb.  21,  1865. 


Les  Hauteurs  de  Suresnes. 

An  extensive  landscape,  with  view  of  a  river  (pro- 
bably the  Seine)  in  the  distance  and  two  figures  on 
the  banks  ;  on  the  opposite  side  of  the  river  is  seen 
a  slightly  undulating  landscape  ;  in  the  immediate 
foreground  is  a  stony  pasture  with  seven  cows,  and 
peasant  boy  holding  a  stick  ;  another  peasant  boy 
on  one  horse  and  leading  a  second  ;  two  figures 
follow  ;  in  the  middle  distance  to  right  is  seen  a 
small  clump  of  trees,  and  to  left  two  solitary  trees. 
Canvas,  34  x  51. 

Signed  and  dated  at  lower  right-hand  corner: 
C.  Troy  on  ^  iS^6, 

Collections.— M.  Crabbe ;  M.  Secretan,  Paris,  sold  at 
Christie's,  1889,  July  13,  lot  17  ;  Sir  John  Pender,  1897, 
May  29,  lot  loi. 


CONSTANT  TROYON. 

(1810— 1865) 


Les  Hauteurs  de  Suresnes  {Continued). 

Engraved  by  P.  Girardet ;  and  illustrated  in  the  French 
Catalogue  in  folio  of  the  Secretan  sale  ;  in  A.  Hustin's 
"Constant  Troyon,"  1893,  p.  73,  and  in  the  Pender  Sale 
Catalogue. 

Note. — This  is,  doubtless,  the  "  Vue  prise  des  hauteurs 
de  Suresnes,  dont  le  ciel  vivant  et  mouvemente  est  presque 
mobile,"  referred  to  by  M.  Hustin  in  his  monograph, 
p.  24.  There  is  another  version  of  this  picture  on  a  con- 
siderably larger  scale  (i  metre  82  cent,  in  height  by  2 
metres  67  cent,  in  length,  i.e.^  about  50  by  105  in.),  also 
signed  and  dated  1856  (in  lower  left-hand  corner),  in  the 
Thorny  Thiery  collection  bequeathed  to  the  Louvre,  Paris, 
in  1902. 
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MODERN   GERMAN  SCHOOL. 


mihAly  von  munkAcsy. 

(MISKA  LIEB,  DIT) 
(1846 — 1900) 

Born  at  Munkacs,  Hungary,  on  October  10,  1846,  son  of  a 
Hungarian  insurrectionist  who  died  in  prison  ;  apprenticed  to 
a  joiner ;  received  lessons  from  Szamossy,  the  portrait  painter, 
and  studied  in  the  Vienna  Galleries  ;  went  to  Diisseldorf, 
where  he  planned  his  '*Last  Day  of  a  Condemned  Man," 
which  was  exhibited  in  the  Paris  Salon  of  1870,  won  a  medal 
and  brought  the  artist  almost  immediate  fame  :  in  this  picture 
he  introduced  the  scene  of  the  imprisonment  of  his  own 
father,  whose  portrait  it  contains,  with  that  of  his  mother  and 
other  relations ;  he  settled  in  Paris  in  1872;  continued  to 
paint  and  exhibit,  chiefly  Hungarian  scenes,  religious  and 
fancy  pictures,  until  1897,  when  he  lost  his  reason  ;  his  death 
occurred  on  May  i,  1900. 


Interior  of  a  Salon. 

An  atelier-salon  luxuriously  furnished  with  objects  of 
art,  vertu  and  tapestries  ;  two  young  ladies,  one,  in 
white  satin  dress,  is  seated  at  the  piano,  the  other, 
in  pale  blue  dress,  stands  by  her  side  singing  the 
latest  song  of  the  maitre^  who  is  also  standing  and 
leaning  against  the  piano,  on  the  further  side  of 
which  two  seated  figures  are  conversing ;  to  the  left, 
and  protected  by  a  fire-screen,  an  abbe  is  seated  in 
a  large  arm-chair,  resting  his  head  in  his  left  hand 
and  apparently  deep  in  thought,  or  asleep  ;  on  the 
right  a  blue  parrot  on  his  perch  has  stopped  eating 
to  listen  to  the  music ;  at  right  end  of  piano  is  a 
red  plush  arm-chair,  on  the  covering  of  which  is 
worked  a  cardinal's  hat ;    a  bust  is  seen  in  the 


MIHALY  VON  MUNKACSY. 

(MISKA  LIEB,  DIT) 
(1846 — 1900) 

Interior  of  a  Salon  {Continued). 

distance  near  a  window ;  palms,  a  red  curtain,  and 
carpets  are  sketched -in  in  the  composition.  Panel, 

Painted  in  1878,  according  to  an  inscription  in 
pencil  at  back  of  frame. 

Signed  at  right :  Munkdcsy^ 

Collection. — M.  le  Comte  Daupias  de  Lisbonne,  Paris, 
May,  1892. 


MODERN   SPANISH  SCHOOL. 


P  P 


LUIS  RUIPEREZ. 


(1834— 1867) 

Born  at  Murcia,  Spain,  in  1834;  studied  art  at  the  Barcelona 
Academy  under  Professor  Claudio  Lorenzale,  and  was  sent 
by  the  authorities  of  Murcia  to  study  in  Paris,  where  he  had 
for  master  J.  L.  E.  Meissonier,  "y  uno  de  los  mas  felices 
imitadores  de  su  estilo";  his  "  Novicio  de  la  Orden  de  San 
Francisco"  obtained  a  "premiado"  at  the  Salon  of  18595 
exhibited  at  Messrs.  Arthur  Tooth  &  Sons'  Galleries  in 
London  ;  died  October  15,  1867,  "  a  la  temprana  edad  de  33 
anos,  cuando  una  reputacidn  merecida  parecia  ofrecerle  largo 
y  brillante  porvenir."  Several  of  his  pictures  are  in  Ameri- 
can collections,  and  a  few  are  in  England,  but  the  greater 
number  are  in  the  possession  of  his  family  and  friends  in 
Mtarcia. 


The  Reflection. 

Interior  of  a  room,  with  a  gentleman  temp,  Louis 
XV.,  in  reddish-brown  dress,  with  elaborate  gold 
facings,  wig,  and  three-cornered  hat,  reddish 
breeches,  white  stockings,  buckled  shoes,  and  sword  ; 
holding  walking-stick  under  the  left  arm,  looking 
at  his  reflection  in  mirror  over  an  empty  fire-place ; 
on  one  hand  a  glove,  the  other  glove  about  to  be 
put  on  ;  the  accessories  include  a  red-stained  marble 
mantelpiece,  two  brass  fire-dogs  on  the  hearth,  and 
a  chair  to  right.    Panel,  8^  x  6^. 

Signed  and  dated  at  extreme  right-hand  lower 
corner  :  Z.  Ruiperez^  1864, 

Notes. — The  above  picture  is  probably  the  one  exhibited 
at  the  Salon  of  1864,  No.   1,698,  under  the  title  of 
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LUIS  RUIPEREZ. 

(1834— 1867) 


The   Reflection  {Continued). 

"  Dernier  coup-d'oeil  a  la  Toilette."  "  The  painter  was 
one  of  the  little  band  of  Spanish  students  who  have  made 
of  late  years  a  University  City  of  Paris,  so  far  as  the  arts 
are  concerned.  He  painted  this  picture  ["  Cabaret  in  the 
time  of  Louis  XIII.,"  in  Mr.  William  H.  Vanderbilt's 
collection]  in  1866,  and  has  since  died,  at  an  untimely 
age." — Edward  Strahan,  '*The  Art  Treasures  of  America," 
circa  1882,  vol.  ii.,  p.  1 11. 


/ 


JOSE   VILLEGAS  Y 

CORDERO. 

(LIVING  ARTIST.) 

Born  at  Seville  on  August  24,  1844;  studied  at  the  School 
of  Fine  Arts  at  Seville,  and  under  Jose  Jimenez  y  Aranda, 
Eduardo  Cano,  and  Jose  Romero;  in  1867  he  removed  ("a 
costa  de  grande  sacrificios  ")  to  Rome ;  obtained  a  medal  at 
Munich  in  1891,  and  a  large  gold  medal  at  Berlin  in  1894; 
is  Director  of  the  Spanish  Academy  at  Rome,  w^here  he  re- 
sides. Tv^^o  of  his  works  are  in  the  Museum  of  Modern  Art 
at  Madrid,  a  few  are  in  private  collections  in  England,  but 
many  more  are  in  America. 

A  Spanish  Dance. 

A  composition  of  ten  figures,  eight  men  and  two 
women,  in  a  Spanish  wine-shop  or  bodega,  celebra- 
ting a  recent  bull-fight,  the  men  being  in  full-dress 
costumes ;  five  of  the  figures  are  sitting  at  a  table 
covered  with  a  white  cloth,  in  the  centre,  and 
applauding  the  dancer  who  is  on  the  right  :  she  is 
in  gala  costume,  pink  dress  with  red  shawl,  holding 
a  white  handkerchief  in  her  right  hand,  the  left 
extended  towards  the  head,  wearing  a  black  hat, 
with  roses  in  her  hair  ;  the  mandolinist  is  in  bufF 
breeches  and  coloured  coat,  and  smokes  a  cigarette  ; 
next  to  him  is  sitting  a  woman  holding  a  fan,  and  con- 
versing with  a  man  standing  behind  her ;  the  waiter, 
in  shirt-sleeves,  is  attending  to  the  needs  of  his 
customers  ;  to  the  left  of  the  table  are  standing  a 
woman  in  blue  dress  with  white  mantilla,  holding  a 
fan,  the  man  standing  by  her  side  has  one  arm 


JOSE  VILLEGAS  Y  CORDERO. 

(LIVING  ARTIST.) 


A  Spanish  Dance  {Continued). 

round  her  waist  and  is  kissing  her  ;  in  the  fore- 
ground is  a  jug  which  rests  on  a  stool ;  the 
background  is  formed  of  a  large  recess  with  rows 
of  bottles,  casks,  etc.,  and  above  the  recess  are 
arrayed  the  trophies  of  the  bull-fight,  the  bull's 
head,  with  two  of  the  gaily-coloured  spears  which 
are  so  prominent  a  feature  in  bull-fights,  and  above 
this  on  the  wall  are  several  inscriptions  in  Spanish. 
To  the  extreme  right  a  water-tap  is  fixed  in  the 
wall,  and  below  is  a  jug  ;  a  white  cat  sleeps  on  the 
floor ;  to  the  extreme  left  is  a  large  water-jar. 
Canvas,  24  x  15. 

Signed  in  lower  left-hand  corner  :  Villegas, 
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ITALIAN  ARTISTS. 


DANIELE  BUCCIARELLI 


Scarcely  any  biographical  details  are  available  concerning 
Daniele  Bucciarelli,  who  is  chiefly  known  as  an  artist  in 
water-colours ;  he  was  for  some  time  Professor  of  Drawing 
at  the  Communal  School  at  Modena;  for  some  years  he 
lived  at  No.  46,  San  Basilio,  Rome ;  but  a  letter  sent  to  that 
address,  requesting  some  biographical  particulars,  was  re- 
turned "not  known."  The  following  few  facts  are  taken 
from  De  Gubernatis  :  "  Autore  di  dipinta  originali  e  spigliati 
che  incontrano  molta  simpatia.  Ricordiano  una  strada  a 
^<f«^z/tf,  acquarello  venduto  a  Roma  nel  1883;  //  hicchiere 
della  staffa  ed  //  coro^  che  figuravano  alia  Mostra  di  Venezia, 
del  1887." 

Portrait  of  a  Lady  holding 
Palette. 

Whole-length  figure  of  a  lady  in  fancy  costume, 
pinkish  skirt,  white  cap,  blue  high-heeled  shoes, 
holding  a  palette  ;  she  stands  in  front  of  an  easel 
on  which  is  a  picture  (only  partly  seen)  of  a  nude 
female  figure  lying  prostrate  on  the  ground  ;  over 
her  is  a  man  with  an  upraised  dagger  in  his  hand, 
in  the  act  of  striking  ;  large  lounge  chair  and  stool 
are  among  the  accessories.    Water-colour  drawing. 

Signed  in  lower  right-hand  corner  :  D.  Bucciarelli, 


VINCENZO  MARCHL 


Cathedral  Interior. 

A  large  view  of  a  portion  of  the  interior  of  a 
cathedral,  with  five  worshippers,  a  full-length  life- 
size  marble  figure  of  an  apostle  on  the  left  ;  roof 
and  walls  ornately  decorated  ;  an  architectural  chapel 
is  seen,  with  following  inscription  above  it  on  the 
dome:  "Alexander  VIII.,  P.M.,  labantem  apsidem 
reparavit  ornavit  anno  MDCLXIII.'*  Let  into  the 
frame  of  the  picture,  written  in  ink  on  a  slip  of 
paper  (the  writing  is  not  very  legible),  is  the  fol- 
lowing:—"A  SS.  P.  Pio  IX.  [il]  Cav.  Vincenzo 
Marchi  in  segno  di  ossequio  e  gratitudine  umil- 
mente  oflre."  Water-colour  drawing,  on  paper, 
19  X 

Note. — Except  for  the  inscription  quoted  above  there  is 
nothing  in  this  drawing  to  indicate  the  artist.  We  have 
not  traced  any  artist  named  Vincenzo  Marchi,  the  nearest 
approach  to  such  a  person  being  Vicenzo  Marchio,  who 
died  some  years  ago,  and  who  achieved  considerable 
popularity  in  Italy ;  but  his  work  is  practically  unknown 
outside  his  native  country. 


LUCIO  ROSSI 


The  Surprise. 

A  composition  of  eleven  figures  ;  a  group  of  seven 
ladies  in  various  fancy  costumes,  in  which  bright 
colours  predominate,  at  the  foot  of  a  high  garden 
wall,  and  on  the  border  of  a  small  lake,  apparently 
engaged  in  fishing  whilst  partaking  of  wine  and 
dessert ;  one  of  the  four  gentlemen  looking  over 
the  parapet  has  suddenly  turned-on  the  water  which 
flows  from  the  fountains  in  the  lake  below,  scattering 
the  ladies  in  confusion  against  the  wall ;  the  hat  of 
one  is  on  the  ground  to  the  left;  a  swan  is  seen 
close  to  the  edge  of  the  lake,  oranges  are  scattered 
in  various  directions  (one  has  fallen  into  the  water); 
a  fishing-rod  is  suspended  over  the  edge  ;  one  of 
the  group  of  gentlemen  above  is  saluting  another 
with  an  elaborate  raising  of  his  hat ;  in  addition  to 
the  high  wall,  the  background  is  partly  formed  of  a 
mass  of  trees.    Canvas,  28  x  19. 

Signed  and  dated  on  the  water-edge  to  the  right : 
Lucio  Rossi  J  Roma^  1872. 

Note. — A  piece  of  paper  pasted  on  the  back  of  the  picture 
contains  the  following  enigmatical  inscription  :  "  Trusec- 
tures  [j/V]  une  surprise  du  Marquis  de  Brevre.  L.  Rossi, 
30,  Maddox  Street." 
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WATER-COLOUR  DRAWINGS 

BY 

SCIPIONE  VANNUTELLL 

(1834— 1894) 

Vannutelli  was  born  in  Rome  in  Nov.  1834,  and  studied  under 
Carl  Wurzinger,  an  Austrian  artist  (who  resided  in  Rome 
from  1847  about  1856),  and  afterwards  under  Heilbuth  in 
Paris  ;  he  travelled  in  France,  Holland,  and  Spain.  His  first 
great  popular  success  was  a  picture  of  the  promenade  of  the 
Venetian  nobility  beneath  the  arcades  of  the  Doge's  Palace, 
which  was  exhibited  at  the  Salon  of  1864,  and  not  only  won 
him  a  medal,  but  a  sonnet  from  the  pen  of  Theophile  Gautier, 
At  the  Paris  Salon  of  1867  he  was  awarded  another  medal, 
and  at  the  International  Exhibition  held  in  Paris  in  1878  his 
pictures  of  "  The  Monferrima "  (an  Italian  dance)  and 
"  The  Night  "  attracted  a  good  deal  of  notice.  He  died  in 
Rome  on  May  18,  1894.  He  was  Cavaliere  of  Santi  Mau- 
rizio  e  Lozzaro,  a  member  of  several  academies,  and  for 
many  years  President  of  the  Circolo  Artistico  at  Rome.  An 
early  work,  a  portrait  of  a  lady  in  greyish-blue  dress  against 
a  dull  crimson  background,  is  in  the  Brera  Gallery  at  Milan, 
and  another,  "  The  Funeral  of  Juliet,"  is  in  the  National 
Gallery  of  Modern  Art  at  Rome.  Appreciations  of  his 
"  refined  and  unconventional  form  of  art  will  be  found  in 
the  "  Dizionario  degli  Artisti  Italiani  Viventi,''  by  Angelo 
de  Gubernatis,  1889,  and  in  A.  R.  Willard's  "History  of 
Modern  Italian  Art,"  1898,  pp.  421 — 423. 

Mr.  Pierpont  Morgan,  his  father  the  late  Mr.  J,  S.  Morgan, 
and  ex-Governor  E.  D.  Morgan,  have  all  been  admirers  of 
the  works  of  the  Cavaliere  Scipione  Vannutelli.  The  series 
of  water-colours  which  now  hang  in  the  Octagon  Room  at 
Dover  House,  and  one  in  oils  (the  "  Interior  of  S.  Fermo 
Maggiore,  Verona  ")  which  hangs  in  another  room,  were 
brought  from  Rome  by  Mr.  J.  S.  Morgan  at  the  end  of  the 
seventies  in  the  last  century.    In  Edward  Strahan's  "Art 


SCIPIONE  VANNUTELLI 

{Continued). 

Treasures  of  America/'  1880,  vol.  iii.,  p.  18,  is  the  follow- 
ing : — "  Of  the  small  but  precious  collection  got  together  by- 
Mr.  Pierpont  Morgan,  of  New  York,  perhaps  '  The  Car- 
dinal's Fete'  (4  ft.  X  3  ft.),  by  the  Cavaliere  Scipione 
Vannutelli,  of  Rome,  is  the  greatest  rarity.  The  picture 
was  painted  in  1875  This  picture,  a  reflective  his- 
torical study  of  manners  during  the  brightest  lustre  of  the 
Papal  power,  marks  the  highest  level  of  contemporary 
Roman  art."  An  engraving  of  a  sketch  from  the  original 
picture  is  given  in  the  above-named  work,  p.  19. 

Watching  the  Dead  Knight. 

Interior  of  a  church,  with  the  dead  figure  of  a  knight 
in  full  armour  on  a  bier,  which  is  covered  with  a 
green  cloth  ;  on  either  side  a  youth  stands  and  keeps 
guard  ;  immediately  behind  is  a  group  of  nuns  in 
black  dresses  kneeling  in  prayer  ;  the  background 
is  a  gallery  crowded  with  figures.  Water-colour 
drawing  on  paper,  i3f  x  io|. 

Signed  and  dated  in  lower  right-hand  corner  : 

Scipione  Vannutelli^  ^^79^  Roma. 

An  Interior. 

Interior  of  a  church  with  three  marble  steps  leading 
to  an  altar,  on  which  is  seen  a  marble  statue  of  an 
angel  holding  a  candelabrum  with  two  candles  ; 
the  background  is  formed  of  many -coloured  marble 
walls.    Water-colour  drawing  on  paper,  15  x  lof. 

Signed  in  lower  right-hand  corner :  Scipione  Vannu- 
telli^ Roma, 


SCIPIONE  VANNUTELLI 

[Continued), 


A  Negress. 

Seated  figure  of  a  negress,  directed  and  looking  to 
left,  in  white  under-dress  with  brown-and-red  striped 
mantle  or  cloak,  pearl  necklace,  broad  bracelet,  hands 
clasped  and  resting  on  the  lap  ;  yellowish  curtain 
background.  Water-colour  drawing  on  paper,  14 
X  10. 

Signed  on  lower  part  of  curtain  to  right  :  Scipione 
Vannutelliy  Roma, 


A  Scene  in  St.  Mark's,  Venice. 

Two  figures,  one  a  grey-haired  man  in  the  elaborate 
crimson  cloak  of  a  Venetian  Senator,  kneeling,  with 
hands  clasped  ;  beside  him  is  a  woman  in  black  with 
black  veil  over  her  head,  looking  across  the  man's 
back  at  the  spectator  ;  the  doorway  leading  to  the 
high  altar  is  closed ;  ornately  decorated  walls  ;  other 
figures  in  the  distance  to  left.  Water-colour  drawing 
on  paper,  15:^  x  10 J. 

Signed  in  lower  right-hand  corner  :  Scipione 
Vannutelliy  Venezia, 


SCIPIONE  VANNUTELLI 
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Church  Interior. 

A  composition  of  six  figures,  five  of  whom  are 
choristers,  the  sixth  an  elderly  priest,  who  is  in  the 
act  of  leaving  his  seat  ;  background  of  marble  wall, 
pillars,  and  doorway.  Water-colour  drawing  on 
paper,  18x12. 

Signed  and  dated  in  lower  right-hand  corner  : 
Scipione  Vannutelli^  RomUy  18 j8. 


Corner  of  a  Church. 

Corner  of  a  cathedral  with  pillars  draped  in  red  silk 
for  the  Easter  festival  ;  steps  leading  to  the  altar, 
which  is  only  partly  visible  through  the  high  arched 
aisle  ;  window  and  chapel  seen  to  the  left.  Water- 
colour  drawing  on  paper,  10^  x  7. 

Signed  in  lower  right-hand  corner :  Scipione  Vannu- 
telliy  Roma, 

The  Swordsman. 

A  Fortuny-like  interior,  with  a  young  man  in  dark 
cloak,  white  vest  or  undercoat,  blue  breeches,  brick- 
red  stockings  and  white  shoes,  long  hair  and  high- 
crowned  hat,  in  the  act  of  putting  on  his  left  glove, 
sword  by  his  side  ;  in  the  background  is  seen  a 
high  cupboard  or  armoire  surmounted  by  a  terra- 
cotta bust  ;  leaning  upright  against  the  cupboard  is  a 
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The  Swordsman  {Continued), 

halberd  or,  more  correctly,  a  ranseur.  Water-colour 
drawing  on  paper,  13x6. 

Signed  in  lower  right-hand  corner:  Scipione  Van- 
nutelli^  Roma, 

The  Sacristy. 

Corner  of  a  sacristy  with  four  nuns,  two  standing  to 
right  and  two  seated  on  high-backed  chairs  ;  on  an 
easel  is  a  large  unframed  copy  of  Giovanni  Bellini's 
Madonna  in  the  church  of  San  Zaccaria,  Venice  ;  to 
left  is  seen  a  lamp  suspended  from  the  ceiling  by 
three  chains  ;  carved  wood  panelling,  etc.  Water- 
colour  drawing  on  paper,  I4f  x  10^. 

Signed  in  right-hand  corner  :  Scipione  Vannutelli^ 
Venezia, 

Three  Female  Saints  Presenting 
a  Princess. 

A  composition  of  four  figures,  apparently  a  small 
copy  of  an  old  Italian  altar-piece  ;  the  centre  figure 
a  Princess,  in  white  dress  with  full  sleeves,  kneel- 
ing with  an  open  book  in  left  hand ;  behind  her  is  a 
nun  holding  a  flowering  lily-stem,  and  on  either  side 
a  female  attendant ;  a  white  lamb  is  seen  to  extreme 
left.    Water-colour  drawing  on  paper,  i  if  x  8^. 

Signed  in  lower  right-hand  corner  :  Scipione  Van- 
nutelli. 
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Lying-in-State  of  Pius  IX. 

A  composition  of  numerous  figures  viewing  through 
a  closed  iron  gateway  the  lying-in-state  of  Pius  IX» 
in  a  chapel  in  the  Vatican.  Water-colour  drawing 
on  paper,  iSf  x  13^. 

Signed  and  dated  in  red  in  lower  left-hand  corner: 

Scipione  Vannutelli^  iS^S^  Roma, 

Interior  of  S.  Fermo  Maggiore, 
Verona. 

Church  interior  with  chairs,  wooden  pews,  and  eleven 
worshippers  ;  in  the  immediate  foreground,  a  cane- 
bottomed  chair  on  which  rests  a  prayer-book  ;  on 
the  right  two  women,  one  in  black  dress,  with  black 
shawl  over  her  head,  holding  a  fan  ;  in  the  pew 
behind  her  is  the  kneeling  figure  of  a  woman  in 
black  bodice  and  white  dress  ;  the  other  figures  are 
seated  near  the  pulpit,  which  is  on  the  right  ;  a  man 
in  long  cream-coloured  overcoat  is  passing  close  to 
the  pulpit,  on  the  right  of  which  is  a  life-size  carved 
figure  of  Christ  on  the  Cross  ;  near  this  are  seen 
a  piece  of  tapestry  and  a  portion  of  a  large  picture 
of  a  biblical  scene  ;  mosaic  floor.  In  oil,  canvas, 
i8| X  I4f . 

Signed  in  lower  corner  to  the  extreme  left  : 
Scipione  Vannutelli^  Roma. 

Note. — On  the  back  of  the  picture  is  written  :  "  S.  Ferma 
Maggiore,  Verona,  Italia." 

R  R 
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The  PifFeraro. 

A  whole-length  figure  of  a  peasant  of  the  Campagna, 
in  picturesquely  ragged  costume,  leaning  against  a 
wall  and  playing  an  oboe.  Water-colour  drawing 
on  paper,  20^  x  14. 

Note. — This  is  presumably  by  Vannutelli,  but  it  is  not 
signed,  and  there  is  nothing  on  the  back  of  the  frame  to 
indicate  its  authorship. 
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